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abstract
Recent examples of  designed urban greens have changed the aesthetic language of  
green spaces within cities. Known as super natural, these designs do not look like na-
ture. Rather, they integrate natural processes into design. By adopting a dual ontol-
ogy encompassing phenomenology and vitalist philosophy, I argue it is possible to 
understand experience and immanence of  these spaces. I present three arguments: 
Firstly, the experiences of  designed urban greens are part of  everyday meaning-
making, providing people with a pause, potentially inspiring and adding value to 
their everyday life. Secondly, designers and planners acknowledge this potential but 
still demonstrate a disconnect between their intentions and actual experiences. 
Thirdly, this disconnect results in exclusive spaces that are not co-creative and 
open-ended as professed. I conclude that the designed urban greens under scrutiny, 
point in possible directions for future spatial design, but in their current form are 
experientially limiting.
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Motivation
What is the role of  green spaces within cities? I started to wonder about this when I 
encountered green spaces that did not look like nature–or even feel like it. Specifi-
cally, it was the High Line Park in New York City and Under the Crystal in Copen-
hagen. The High Line Park stages wild growing nature in a string of  local site spe-
cific climates along an abandoned and disused high line. Under the Crystal is an 
open square in front of  a bank but perforated by several thousand small water jets. 
These spaces are far from comparable to traditional green spaces within cities such 
as parks or gardens. I certainly experienced these spaces differently to traditional 
urban green spaces. I wanted to find out what these spaces bear evidence of. What 
design practices and planning ideals lie behind them? How are they experienced by 
people who use them? Is the experience really different from the traditional park? 
And what role does design play in our experience of  such highly designed spaces?
	 I was intrigued and wanted to know more. Therefore, I decided to write 
my thesis about it. The following thesis is conceived in my personal wonderment of 
the functioning of  a certain type of  spatial design. It is a wonderment that is rooted 
in my personal embodied and sensory experience of  these spaces. The thesis is writ-
ten in the academic intersection between human geography and urban planning. 
Therefore, my academic background also plays a big part in my motivation. With 
my background in human geography, I became interested in the spatial relations 
and the constitution of  these types of  spaces. My background in urban planning 
ignited an interest in the design- and planning issues related to these new types of  
spaces. The motivation is made up of  my personal and embodied experiences as 
well as my academic background and interest.
15
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Introduction
Urban green spaces provide cities with open spaces where people can relax, let out 
energy, and enjoy themselves. They provide the green lungs of  the city–the breath-
ing spaces for the urban population. This was traditionally how the urban park was 
conceived, and it still remains the case today. 
 However, within the past decade a type of  urban green space has 
emerged that is not green at all. It is meticulously designed and made out of  non-
natural elements such as concrete, iron, tarmac, or even rubber. Materials that are 
not necessarily associated with “nature” or the “landscape”. The Danish landscape 
architect and theorist Malene Hauxner (2011) labels these urban greens super natural 
or super nature. The super natural bears evidence to an intensified and superior na-
ture, designed on the premiss of  the postmodern metropolis. 
	 Within landscape architecture these spaces are connected to the trend 
known as landscape urbanism. Rather than imitating an ideally imagined picturesque 
nature, landscape urbanism seeks to incorporate natural processes and phenomena 
into the design. Such designs tend to appeal to our senses by using sounds, coloured 
lighting, steam, mist, fountains, smells, textures, foreign plants and we could go on. 
It is a form of  spatial design that seeks to rethink and reformulate the relation be-
tween the urban and the landscape; culture and nature. They are further imagined 
as part of  the remedy for the changing climatological and meteorological changes 
that especially during the past decade have challenged metropolitan areas. I will 
label these urban green spaces that are designed for sensory and ecological means 
designed urban greens.
	 Designed urban greens share many of  the same aims as the traditional 
urban park, urban garden or plaza. Yet, their aesthetic expression and ecological 
function witnesses an altogether new type of  language for the urban landscape. The 
question that until now has remained unanswered is how these designed urban 
greens are practiced, experienced and used by the urban population. This thesis 
will address this exact issue by studying the relations between spatial design and 
everyday experiences. Ultimately, I seek to discuss how knowledge about experience 
of  design can be used to diagnose contemporary design and planning practice. 
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Designed Urban Greens
The physical and aesthetic form of  urban green spaces has always changed accord-
ing to the particular zeitgeist. The traditional urban park, urban garden, or the plaza 
with trees, were all designed according to certain ideals at the time with certain 
needs at end. Green spaces ensure some sort of  mental, social and physical equilib-
rium. An equilibrium between the pace of  the street and the pause in the park–be-
tween chaos and cosmos. At the heart of  this merging of  green and grey is the 
planning and policy vision of  creating a physiologically, socially and culturally 
healthy city (McKay, 2011). Although the role of  urban greens remains today, new 
types of  green spaces have evolved.
 What has caught my interest is the tendency to use nature as an element 
in spatial design. It is taking on completely new aesthetic forms. Similar to the “Be-
grünung” movement of  the late 1980’s, nature is pulled into the urban form. The 
greening of  rooftops, building facades and the construction of  Local Drainage Ba-
sins is hailed as the cure for the city, solving the environmental problems of  the 21st 
century. But what I find interesting is the increased focus given to the experiential, 
aesthetic, and sensory qualities of  nature. And these qualities are not physically de-
termined, but immaterial. Hereby, architects and landscape architects lead the way 
for new experimental “versions of  nature”. They compose what I wish to term de-
signed urban greens, that do not necessarily look like the traditional park, forest or gar-
den. Yet, they bear the same restorative qualities. The city is no longer seen as the 
structured counterpart to green areas. The landscape has become the model for 
building, resulting in new forms of  “nature” (Hauxner, 2011).
 Therefore, the interesting question becomes how these new designed ur-
ban greens are actually experienced, and how these experiences are related to the 
designer’s and architect’s visions and intentions. This personal wonderment at the 
relationship between design intentions and actual effect motivates the research 
question for the thesis:
Research Question: How do overlapping areas between experiential and immanent qualities of  
designed urban green spaces help us to assess current design- and planning practice critically?
The question is directed towards current design- and planning practices, as to scru-
tinise how experiences are formed in complex relations. In order to answer the re-
search question, the following sub-questions will unfold the experience and imma-
nence of  space respectively:
Sub-question # 1: How are designed urban greens experienced? 
Sub-question # 2: How do designed urban green spaces affect its users?
The treatment of  people’s experience of  designed urban greens, and the effects on 
subjects by the design, will provide material for critically assessing and discussing 
contemporary design- and planning practices. 
 The thesis will draw out two specific designed urban greens. The first is 
the space ‘Under the Crystal’ in Copenhagen. The second is the redesigned ‘High 
Line Park’ in New York City. The cases will be presented in the following, placing 
the specific designs within a historical context of  landscape architecture. The case 
presentations will be followed by a section that draws a preliminary diagnosis of  the 
design- and planning practice. This diagnosis is used as the conceptual backdrop 
for investigating the experience of  designed urban greens throughout the thesis.
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SLA
Landscape architect Stig L. Andersson formed his landscape architecture practice 
Stig L. Andersson Landscape Architects in 1994, changing their name to SLA A/S in 2004 
(SLA in the following). SLA was at first (purely) concerned with landscape architec-
ture1. They gave particular attention to the ecological balance between humans and 
nature; the landscape and the city. However, their practice has slowly expanded 
their portfolio to contain urban design, urban planning and urban analysis 2. This 
shift from pure landscape architecture to cross-disciplinary practices has been paral-
leled by Stig L. Andersson’s flirtation with the art-world. As a member of  the art-
collective Kammeraterne, Stig L. Andersson embodies the break with functionally 
separated professions within landscape architecture in Denmark. 
 Hauxner (2011) argues that the aesthetic expression of  landscape archi-
tecture mirrors the ideological trends of  the time. The aesthetic and artistic expres-
sion in Stig L. Andersson’s work bears evidence to influences from the urban ecol-
ogy movement and postmodernism. According to Project Director at SLA, Rasmus 
Astrup, they accept that the processes of  nature cannot be controlled. Instead these 
processes must be embraced, and actively incorporated into design. The design it-
self  becomes a natural process. This view is the central core in the concept of  Land-
scape Urbanism. The goal is not to give form or follow a certain style. Rather land-
scape urbanism is a method, a way of  thinking (Hauxner, 2011, p. 233). As Astrup 
explains, SLA are barely concerned with the design of  objects. Rather it is the 
composition of  objects that is important. In support, Hauxner argues that the aes-
thetic expression of  SLAs work unveils a playful language that is:
“biomorph, ‘organic’ or as generative fractured forms, where two are never alike. It becomes 
contingent, looks like it could change form any second. Wind and weather is included in the 
situation and the program by desire and coincidence. But also of  need, as floods and other 
natural catastrophes have been acknowledged as human made“ (own translation, Hauxner, 
2011, p. 267). 
The landscape design practice of  SLA is exemplar of  a Danish version of  land-
scape urbanism, that seeks to create the good city not by design, but by putting dif-
ferent components together in adaptable systems or networks (Hauxner, 2011, p. 
275). With this brief  presentation of  SLA, let us turn our attention towards SLA’s 
understanding of  their own design practice.
Process urbanism
As an ideological manifest and planning method SLA have developed their own 
concept: Process Urbanism. According to SLA the aim of  Process Urbanism is to cre-
ate environmentally balanced designs. A balance between the city and the envi-
ronment, the human and the city. More than simply creating environmentally sus-
tainable designs, SLA want to provide the city with a much needed sensory sup-
plement. They want to re-inject sensory experiences into everyday life of  the city:
“Process urbanism is not a style. Not a particular visual expression or a representation of  well 
known images or ideas. We do not need the city to look like a landscape. We need to bring the 
processes of  nature into the city and make them visible. A sensuous meeting between physical 
elements, climate, geography, time, space, and people” (SLA, 2011 3).
As the quote unveils, Process Urbanism is not (only) an obsession with the formal 
aesthetic qualities of  nature. It is meant to balance the ecosystem of  the city, in the 
same way that ecosystems are “naturally” balanced. This is done through the use of 
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1 http://www.sla.dk/stiggb.htm 
2 http://www.sla.dk/facts.htm 
3 http://www.processurbanism.com/manus/chapter5.html 
(1) plants, reservoirs and drainage basins, and (2) by re-inserting the highly sensuous  
aspects of  the processes of  nature. Hauxner (2011) identifies this duality as the core 
of  landscape architecture practice. It is, on the one hand concerned with the physi-
cal or biological solutions of  drainage, shadow and light. On the other, it is con-
cerned with the aesthetic form, focussing on social communication, association, and 
comprehension (p. 13). It is a subtle communication that seeks to engineer the 
meeting between bodies and materiality:
“In urban spaces, creating an atmosphere is everything. It is all about perception of  local con-
ditions such as wind and weather. Of  the light, the plants and the spatial changes. The atmos-
phere of  an urban space is connected with time. Time that passes a little slower when one 
moves through the grasses of  Charlottehaven or from Tivoli’s dusty, hard gravel paths onto a 
soft rubber layer in Columbine Garden. Here, time passes more slowly than your everyday 
time. Here, a different kind of  atmosphere can be sensed. Process urbanism brings together 
entities in new and surprising entireties that make urban life and its surroundings interact. 
According to process urbanism, urban spaces are needed for achieving a balanced city” (SLA, 
2011 4).
The quote underlines that creating atmospheres is paramount in ‘achieving a bal-
anced city’. The use of  sensory experiences is intended to bring together entities in 
unaccounted and surprising constellations. It is not intended to shape nature as 
such, using it as an element of  design. Rather, it is the instruction of  meetings and 
constellations that bring about the sensuousness of  space. 
Under the Crystal
The case chosen to illustrate how SLA make use of  the sensory experiences of  
natural processes, is the design of  the plaza ‘Under The Crystal’. The name derives  
from its location, lying at the foot of  Nykredit bank’s recently constructed head-
quarter building ‘The Crystal’. Nykredit owns several buildings in this area by the 
harbour Kalvebod Brygge in central Copenhagen. The plaza was intended to function 
as the centre point, connecting each building. The plaza is described as an under-
stated surface, that allows ‘The Crystal’ to present itself  unhindered (Arkitektur 
DK, 2012, p. 57). 
 The plaza is sparsely designed with a plain slate surface that reflects the 
sun, creating a texture different from the street or the road (see photo 1). The only 
“objects” in space are a few lamp-posts, a couple of  trees, and some benches placed 
along the edge, bordering a derelict construction site. The plaza is mostly experi-
enced in motion, either by foot or from the passing cars or cycles. Ultimately, the 
space is said to present itself  quite formally and rather authoritarian (Arkitektur 
DK, 2012, p. 57). 
	 The concept of  the design is to display water, in its 3 elements: as ice, liq-
uid and mist. Ice in the form of  the building. Liquid, in the form of  a large circular 
basin and projected from the ground from several water jets. And mist, as created 
from the water shattering on the stone ground and as it drifts as sea fog. Further-
more, artificial lighting on the plaza has a green and yellow spectrum, which imi-
tates the colours that algae of  the sea produces.
	 As seen on photo 2 and 3, water jets are aligned and lit up. In fact, 2.457 
water jets are aligned in 10 rows crossing the plaza, making up a total of  510 me-
ters of  water jets. They turn on and off  in sections, stochastically. Just like the 
rhythm of  waves in the sea, gusts of  wind, or the creation of  mist in the forest, the 
rhythm of  the water jets is unforeseeable. The water jets leave no traces of  pattern 
or organisation.
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4http://www.processurbanism.com/manus/chapter5.html
Photograph 1. Under the Crystal seen from under ‘The Crystal’, facing West.
Photograph 2. Under the Crystal and The Crystal illuminated, seen from the opposite angle of  photo 1 (courtesy of 
SLA).
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SLA wanted to use water and light to create a “sensory public space” that lets the 
“forces of  nature” affect the citizens’ sensory experience of  the space:
“Trickling walls of  vertical water jets divide the plaza into changing spaces and create areas 
for resting and letting out energy. When the walls of  water on the square are turned off  and 
on in interplay with the wind, changing water shapes are created (SLA, 20115).
It is clear how the space is intended to act as a breathing space for citizens to un-
wind and restore energy while experiencing the changing forms of  “nature”. It il-
lustrates how nature is used as an element to create sensory experiences. The inter-
play of  different elements brings out the sensations of  “nature”, creating certain 
intended experiences. Experiences that function mentally and psychologically, but 
also kinaesthetically. The analogy of  ballet dancers has been used extensively to 
describe the movement of  water in public space (Keiding, 2013:34). I find this 
analogy particularly fitting in describing how water is staged on the plaza. It bears 
resemblance to how our bodies react to the dance experience. 
In a broader sense, Under the Crystal exemplifies the engineering of  the sensory 
qualities of  “nature” in public space. The spatial design aims at creating sensuous 
meetings that are thought to develop a healthy city, environmentally and mentally. 
Aesthetically “nature” is designed as process rather than form. The instruction of  
sensory meetings between entities in novel constellations, bears evidence of  a belief  
in the sensory experience giving value to the space.
	
Photograph 3. Under the Crystal seen from the Northwestern corner of  the plaza.
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Diller Scofido + Renfro
Similar to the story of  the landscape artist turning artist (Stig L. Andersson), Eliza-
beth Diller and Ricardo Scofido are both educated in architecture, but never felt 
committed to architecture. Scofido was disillusioned by the cynical politics of  archi-
tecture in the 1970’s and needed a change. Diller wanted to take the field of  archi-
tecture in another direction. Together they formed Diller Scofido in 1979, working on 
creating art installations and designing sets for dance performances. They were 
barely considered architects for the first 20 years. Their work hardly provided any 
walls, plumbing or rooftops. Instead, as Diller describes, her 
“interest was always to do interdisciplinary work with space…I thought of  architecture as one 
strand in a multimedia practice. When we did our first architectural project and we had to 
deal with contractors, and we had to get paid, I felt a little soiled” (Davidson, 2007, p. 129)
The feeling of  being “a little soiled”, however, later turned into an artistic chal-
lenge. The programmatic aspects of  dealing with contractors, developers and poli-
ticians is described as a challenge in creating spaces that take an interest in life, 
rather than the building or the structure. They make explicit parallels between 
dance and design, seeking to create “choreographies of  space” that read and pre-
dict rhythms of  social practice and hereby reveal spaces to its visitors (Davidson, 
2007, p. 130). This moulding of  design and performance art is evident in their de-
scription of  their interdisciplinary design studio that “integrates architecture, visual 
arts and the performing arts”6. Their self-understanding has similarities with SLA’s 
process urbanism. Yet, their trajectory seems to take root in the arts and takes shape 
through architecture and design. The opposite is the case for SLA.
 The work Diller Scofido + Renfro7 did in reconstructing the High Line, is 
the reason for including them in this thesis. Postindustrial re-design has been one of 
the main tasks for landscape architects up through the 1990’s and 2000’s. Exem-
plary of  this tendency, Diller Scofido + Renfro showcase a design practice where 
building walls is superfluous. Instead, by using spaces as found and combining dif-
ferent materials in new structures, their aim is to make reality look like an illusion. 
Windows in buildings are understood as screen-savers, unveiling an aesthetic ex-
pression that seeks to combine ecology and economy, the self-made and the or-
dered, the real and the fake. Their work, and especially the High Line Park, resem-
bles this tendency. A postmodern take on nature that is not understood as ‘lost’ or 
forgotten. Rather, nature is conceived as an intensified and superior urban nature – 
what Hauxner (2011) with reference to Koolhaas labels the Super Natural.
James Corner Field Operations
In the redesign of  the High Line Park, Diller Scofido + Renfro teamed up with 
landscape architect James Corner and his urban design and landscape design prac-
tice James Corner Field Operations.
 Corner (2006) conceives the urban landscape as temporal. The urban is 
an ever changing agglomeration of  processes coined in the term Terra Fluxus. The 
fluid ground or form of  the city describes the immanent genesis of  space (Samson, 
2010, p. 125). As Samson (2010) argues, Corner’s design strategy seeks to gather 
and hold the complexity of  the urban together. Hereby, his design becomes a for-
mal continuation of  the immanent complexity of  place. According to Corner 
(2006) the designer must adapt to the changing conditions of  the urban, allowing 
the design to decompose and decay in continuation with the urban processes. He 
proposes a model of  less regulation and greater openness towards the unexpected 
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6 http://www.dsrny.com 
7 In 1997, Charles Renfro joined the company, making partner in 2004. It is argued that he has been 
instrumental in securing a viable and productive professional relationship between Diller and Scofido 
(Davidson, 2007).
(Hauxner, 2011, p. 232). This view is very similar to the landscape urbanism prac-
ticed by SLA. Now let us turn our attention towards the High Line.
The High Line prior to design
In the 1980s the last train rode on the High Line. Freight train transport was out-
matched in most of  the USA, due to the construction of  interstate highways. The 
High Line was abandoned and slowly overgrown by a rich fauna. What was pro-
duced was an elevated hidden park. The fauna that took root was a mixture of  the 
different local species mixed with blind passenger seeds that the trains had im-
ported from around the country (see photograph 4 and 5). It was a backyard expe-
rience that not many envisioned as possible in such a congested and built up place 
as Manhattan:
“I remember the first time I came up here–IT WAS MAGIC! It was an Alice in Wonderland 
experience. You go through that keyhole and suddenly, you’re in another world that you never 
imagined existed” (Sternfeld, 20028)
The quote underlines how the High Line had a very captive effect on most visitors. 
It allowed the urban explorer to peep through a keyhole into a long forgotten past. 
Time stood still and challenged (Sternfeld’s) imaginative capabilities. Photographer 
Joel Sternfeld presented this experience to the public. He was invited to come up 
and document it by another artist living nearby, Robert Hammond:
“Robert Hammond called me up and he said ‘I’m part of  a group that is struggling to save the 
High Line would you like to come up and look at the High Line?’ There were a little group 
that went up that day, and it was like hours through a looking-glass–suddenly you’re in an-
other world” (Sternfeld, 20119)
As the quote underlines, Robert Hammond was instrumental in forming a local 
movement. As local retailers and businessmen regarded the High Line a hindrance 
in developing a viable customer base, they wanted to tear it down. Hammond and 
his group fought against this. In 1999 Hammond, joined by neighbourhood resi-
dent Joshua David, formed the non-profit private organisation “Friends of  the High 
Line”. They “successfully worked with the mayoral administration of  Michael 
Bloomberg and the New York City Council to reverse a City policy favouring 
demolition to one ensuring the High Line's preservation through the federal Rail 
banking program” (Friends of  the High Line, 201310). Partnering up with the City 
of  New York, led to the initiation of  an international design competition. James 
Corner Field Operations and Diller Scofido + Renfro won the competition in 
2001. The reconstruction process of  the park began in 2002, with the first of  three 
sections opening to the public in 2006. The second section followed in 2011. And 
the last section, surrounding the Hudson Yards, is currently under construction.
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8 http://www.youtube.com/watch?v=lNzr7g8FQgk (visited June 3rd, 2013)
9 http://vimeo.com/25597979 (visited June 3rd, 2013)
10 http://www.thehighline.org/about/friends-of-the-high-line (visited April 20th 2013)
Photograph 4. The High Line photographed by Joel Sternfeld published in 2002 (courtesy of  Friends of  the High 
Line and Joel Sternfeld) 
Photograph 5. The High Line photographed by Joel Sternfeld published in 2002 (courtesy of  Friends of  the High 
Line and Joel Sternfeld)
28
Re-designing the High Line Park
The re-designing was driven by a wish to maintain the “wild nature” that Stern-
feld’s pictures and quotes unveil. The resulting park enables the experience and 
engagement with “wild nature” as part of  the city (see photo 6). Diller Scofido + 
Renfro intentionally wanted to preserve the look of  the High Line prior to recon-
struction, but as Corner argues, not in the form of  preserved nature, rather as 
transformed nature. Hauxner (2011) labels this type of  landscape design transplanted 
nature, where elements are brought together in altogether new constellations. The 
designers interpret the historical traces of  nature and culture, avoiding romanticis-
ing a lost or forgotten image of  “nature”:
“The High Line’s industrial wilderness, [...] represents ‘a triumph of  nature, the romance of  
the ruin. So we’re interested in interpreting the encroachments of  nature” (Davidson, 
2007:129)
“As a landscape architect, the question I always ask is: What will design mess up here? What 
through design will you anaesthetises? Will you destroy? Because a lot of  these sites have a sort 
of  charm to them that really I am always looking to capture and to actually amplify” (Corner 
interviewed in Hustwits, 2011, 31:45)
The first quote reveals how Diller Scofido + Renfro interpret and stage the en-
croachments of  nature. Following their aim of  making reality look like an illusion 
their interpretation of  nature is a conscious idealised version of  (wild) nature. This 
is exactly what Corner questions, when he calls for a design that captures the ro-
mantic charm and amplifies it. It is not a claim to be “original nature”. It is the 
creation of  the illusion that there is never anything such as indigenous nature. 
Withstanding this desire for an idealised nature, the design exemplifies a butterfly in 
a bottle. A postmodern play on realities: super natural nature.
They seek to amplify the ‘Alice in Wonderland’-experience in the design. As Diller 
Scofido + Renfro put it, their design:
Photograph 6. The High Line photographed at the entrance on Gansevoort St. 2012.
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“translates the biodiversity that took root after it fell into ruin in a string of  site-specific urban 
microclimates along the stretch of  railway […] creating a textured, ‘pathless’ landscape where 
the public can meander in unscripted ways. The park accommodates the wild, the cultivated, 
the intimate, and the social. Access points are durational experiences designed to prolong the 
transition from the frenetic pace of  city to the slow otherworldly landscape above” (Diller 
Scofido +Renfro, 200911).
As the quote explains, the designers intend to prolong the transition from street to 
High Line Park giving “durational experiences”. They have staged these sensory 
qualities of  nature in order to intensify the spatial transition. In this regard, the 
High Line Park, just like Under the Crystal, is aimed at providing the city with a 
much needed supplement: a breathing space or spatial pause.
A preliminary diagnosis
With the two cases I want to present a preliminary diagnosis of  the design- and 
planning field. This diagnosis will provide the conceptual backdrop for discussing 
architects’ and landscape architects’ self-understanding in the following.
 What the two cases are exemplary of  is a tendency where cities are diag-
nosed as hectic, stressful and alienating. Cities are presented as environments where 
people cannot rest “naturally” and therefore designed urban greens provide the 
much needed breathing space. In these spaces people can relax, restore, reflect, let 
off  steam, and experience something else, something different. 
 SLA and Corner’s landscape designs do not necessarily differentiate be-
tween the city and the landscape. The landscape is the ideal model for designing 
the city. Therefore they do not make a spatial separation. Instead I will argue they 
make an experiential separation. The diagnosis echoes the hypothesis, that nature is  
more stress relieving than built environments. This self-contradictorily reaffirms a 
separation of  nature and the city. The sensory experiences that allow for contem-
plation and reflection are the cure, and nature is the medium.
 Environmental psychologists have scrutinised this relation, producing the 
overriding argument that nature has more restorative effects on humans opposed to 
built environments. Environmental psychologists have argued that nature provides 
the mentally soothing environments, within which humans can relax and breathe 
fresh air that restore our bodies and minds (Kaplan & Kaplan, 1989; Kaplan, 
1995a, 1995b). Furthermore, it has been argued that tended nature is more stress 
relieving than untended nature, and that being immersed in nature is more restora-
tive and stress relieving than being in simulated nature (see Frantz et al., 2005; 
Kjellgren & Burhkall 2010; Martens et al., 2011). What these studies of  the psycho-
logical effects of  natural environments show, is that nature, in general, is conceived 
as possessive of  certain qualities, especially opposed to other “non-natural” envi-
ronments.
How can designers claim a renewed understanding of  nature and landscape, when 
the intentional outcome of  the spaces they create re-affirms a separation between 
humans and nature? Hauxner (2011) argues this is because they are, in fact, not the 
same, and therefore must be mixed rather than equated. A point I find reasonable. 
Corner (2006) argues in support, that the romantic idea of  healing the city by in-
troducing images of  pastoral landscape must be abolished. Instead, he proposes a 
sensibility towards natural and non natural forces that shape (urban) landscapes.
  I want to scrutinise how the practice of  SLA, Diller Scofido + Renfro and 
Corner actually deal with this issue in practice. How do their respective designs 
Under the Crystal and the High Line Park reaffirm or challenge this separation of  
nature and culture? And more importantly do these designs actually have the “oth-
erworldly”, “resting”, “reflexive” and “contemplative” qualities that the designers 
claim? That is what the research question addresses.
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11 http://www.dsrny.com 
The genius loci of design
The idea that designers and architects create spaces with certain sensory experien-
tial qualities is neither a new insight nor a new tendency. Architects have always 
had a self-understanding as the shapers of  materiality and creators of  spaces in cit-
ies (Rasmussen, 1957). Hauxner (2011) distinguishes between architecture and 
landscape architecture as the art of  building, the building of  space with nature respec-
tively. They both work with the aesthetics of  the city. They create the environment 
which any citizen senses and feels – ultimately giving shape to what we call the 
aura, character or atmosphere of  a place (Corner, 2006; Hauxner, 2011; Ras-
mussen, 1957). Rasmussen (1957) stresses that the success of  any urban space is 
creating a productive atmosphere. That is, one that transcends mere functionality 
and gives the citizen a sense of  vitality and excitement (p. 30). The criterion for 
success lies in the creation of  value for the citizen. It is about sparking reflection, 
contemplation and therefore adding more value to the functionality of  space. This 
is what Norberg-Schulz (1976) labels genius loci, the spirit of  place, which he argues 
is the spirit which makes us sense, feel, behave, and think in certain ways and of  
certain things in certain places. Buildings and urban spaces are the material mani-
festations of  the lived life in the city, uncovering the meanings inherent in the life 
world (Norberg-Schulz, 1976, p. 417). All places have character, and this character 
is the mode in which the world is "given" to us:
"Man 'receives' the environment and makes it focus in buildings and things. The things 
thereby 'explain' the environment and make its character manifest. Thereby the things them-
selves become meaningful" (Norberg-Schulz, 1976, p. 421).
This materialist notion of  the character of  space, the genius loci, describes what a 
place is or what it wants to be. That is, the definite character experienced in space 
(Norberg-Schulz, 1976, p. 422). So, according to Norberg-Schulz, experience is 
something that is formed in the meeting between the subject and materiality, and 
the experience of  certain materialities in space bears existential importance.
The designed urban greens unveil a focus on the immanence of  space. Inherent 
qualities reside in space and affect the subject prior to existence. However, the focus  
on embodied engagement and sensory involvement inherent in both designs Under 
the Crystal and the High Line Park, alludes to a more experience- and practice-
oriented realisation of  space. This inherent double-sidedness of  the material char-
acter of  space and the need for a participating body is commonly known in land-
scape architecture practice. Francis and Hester’s (1990) theory of  gardens coins this 
double-sidedness:
“Gardens 12 give us a sense of  control over a small patch of  earth ... and with control comes 
responsibility, commitment to stewardship of  the earth. We observe, sense, and participate 
directly in natural processes. Through gardening we are reconnected to “mother earth” and to 
the larger ecology of  the world in which we live” (Francis & Hester 1990:6).
Following this argument, urban green spaces have an inherent potentiality of  con-
necting humans to something bigger, but in order to experience this, the body of  
the subject must be actively involved. An experience that is actualised through cor-
poreal engagement and participation in the natural processes–by jumping through 
the ever changing formations of  water jets under the Crystal or contemplating the 
contrasts of  the vistas of  New York that the High Line stages. 
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12 Their language of  ‘garden’ and ‘gardening’ is not necessarily to be understood literally as a garden 
full of  flowers, but rather as our everyday engagements with natures. This is due to changes in society, 
that have given rise to an expansion of  the garden beyond the home, integrated in the public sphere, 
institutions as schools, prisons, and hospitals, communities and neighbourhoods (p. 10).
Landscape architects and architects reveal a self-understanding as shapers, and 
therefore creators of  certain atmospheres, ambiences, and social patterns material-
ised. But the practicing body is required, and to some extent presumed in the de-
sign. It therefore seems impossible to separate the notion of  immanence and expe-
rience of  designed urban greens. Designs possess inherent qualities but presume a 
sensing body. This is paradoxical. Therefore, we might ask if  the attempts of  de-
signing “otherworldly”, “arousing”, and “refreshing” experiences actually provide 
us with the liberating potentialities they profess. In other words, do these spaces 
work? Do these spaces make us reflect? And if  so, are the attempts at utilising the 
sensory experience inherent in the sounds of  falling water, perspective, mist, and 
light to ensure a liberation of  subjectivities from repressing and depriving condi-
tions of  the modern urban scene?
	 These questions have been condensed into the research question as pre-
sented in the first section of  this chapter. In order to give an overview of  how this 
thesis will seek to answer this question, the following section presents the structure 
of  the thesis.
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Structure of the thesis
In order to deal with this double-sidedness, I will present an ontological framework 
that combines two rather opposing positions. In studying people’s experience of  
certain places and spatial designs I will deploy a phenomenological approach. Fol-
lowing Merleau-Ponty (1962, 1995, 2004), Simonsen (2005, 2007, 2013), and In-
gold (2005, 2008) I will address people’s own expressions of  their felt emotional 
response and relation to certain environments. On the other hand, the atmospheres  
that shape how we experience spaces call for a more vitalist philosophy. In following 
post-humanist geographers (Degen et al 2010; Hinchliffe, 2005; Samson, 2010; 
Thrift, 2008; Whatmore, 2002) and especially Guattari (2008) I will identify the 
active role design plays in forming our performance in space.
 The schism between design and lived effect–between socio-material im-
manence and practiced experience–opens the actual functioning of  spaces to de-
bate. The becoming/actualisation of  space unveils how the emerging designscapes 
play a part in forming new spatial compositions of  the city. It is this design- and 
planning practice I want to address in the remainder of  the thesis. The approach is 
the guide line for the remainder of  the thesis that will be divided into 5 main sec-
tions: (1) Planning and theorising landscape and nature, (2) Theory and ontological 
vantage points, (3) Epistemology and method, (4) Analysis, and (5) Discussion and 
conclusions.
	 The chapter Planning & theorising landscape and nature presents an overview 
of  the treatment and planning of  green spaces in cities. Brief  overviews of  the 
planning practice in New York City and Copenhagen will be presented. Further, 
the historical development of  the concepts of  landscape and nature will be dis-
cussed. I will draw on art history, geography and landscape architecture history.
	 The chapter Theory & ontological vantage points presents the dual ontology. 
The chapter is divided into 3 sections, with the first dealing with Experience, the sec-
ond Immanence, and the third, crafting a Theoretical Framework. The theoretical 
framework highlights the theoretical concepts that will be used in analysis.
	 The chapter Epistemology & method presents a discussion of  how we can 
gain knowledge about experience and immanence of  designed urban greens. The 
first section Epistemology provides the bridge between the ontological vantage points, 
and the methods employed to excavate empirical data. The section Method presents 
and discusses how a framework of  mixed methods, inspired by ethnographic field 
studies will help excavate empirical data.
 The chapter Analysis is divided into 3 sections. The first presents the strat-
egy for treating the empirical data. The second presents data from the High Line 
Park, and the third Under the Crystal. Each of  these sections unfolds the different 
aspects of  people’s experiences of  each case, making out the actual analysis. 
	 The final part of  the thesis Discussion & conclusions sums up the findings of  
the analysis, and discusses these in relation to planning and design practice in gen-
eral. The main conclusions will be made, and I will propose a diagnosis of  contem-
porary design- and planning practice.
	 With a normative approach, the Epilogue will discuss thoughts that were 
not able to be encompassed in analysis or discussion. The chapter will briefly out-
line how my results point at areas for further study in future endeavours.
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Planning & theorising landscape & nature
This chapter briefly presents an overview of  how urban green spaces are planned 
and theorised. The first section will discuss how green spaces have been planned, 
presenting separate cases on New York City and Copenhagen. The following sec-
tion outlines the theoretical development of  the concepts of  landscape and nature, 
drawing on art history, geography and landscape architecture history.
“Nature, save our city!”
Traditionally, green spaces within cities have taken the form of  plazas, gardens, and 
most commonly the park. An open space you would go to – as an object integrated 
into the manmade world. 
 The forces of  industrialisation in the 19th century pressurised cities with 
rapid urbanisation and industrialisation. As Harvey (2012) argues, the processes of  
urbanisation are tied to the development of  Capitalism and ultimately industrialisa-
tion. Thus, the forces of  production and consumption concentrated in cities, at-
tracting factories which ultimately affect the fabric of  the city. Worsened air quality, 
increased cargo transport, and demands for dense urban settlements further in-
creased the concentration of  activities. The industrialising cities of  the 19th century 
were pressurised, just like cities in the emerging economies are today13. This created 
a demand for breathing spaces for the masses (Gabriel, 2011; Katz & Kirby, 1991; 
McKay, 2011; Swyngedouw, 2006; Young, 1995). In this regard the establishment 
of  urban public parks provided “rural ‘lungs’ in which city dwellers could breathe 
the restorative fresh air of  the countryside […] the means to endure not only public 
health but also social order” (Jeremy Burchard cited in McKay, 2011, p. 12). Thus, 
urban public parks were one of  the earliest attempts at creating urban environ-
ments that would improve the health of  the city. 
 In the same spirit–but running counter to the tendency of  bringing the 
green spaces into the city–Ebenezer Howard’s early 20th century vision of  the Gar-
den City brought the city out in the country. His model proposed a combination of  
the advantages of  rural and urban living. It sought to eliminate the most pressing 
problems and challenges of  either separate living form. The idea of  the Garden 
City was a socio-horticultural experiment. It was thought to create urban areas with 
“better living” in green indulgence. Moreover, it was aimed at attracting a diverse 
mix of  people and hereby creating a diverse social neighbourhood, that allowed for 
alternative lifestyles. The Garden City Movement embraced urban greens as the 
locus of  creating “a new life, a new civilization” (Howard quoted in McKay, 2011, 
p. 26). In McKay’s (2011) view, the utopian vision must be reinserted in the plan-
ning practice of  today. This is in order to open up for a contestation of  modern 
practices and innovation of  new forms of  living. It’s a call for thinking differently 
about how we plan and design “the good city”. The utopian visions for urban 
dwelling and public space, such as the Garden City and the constructions of  urban 
public parks, demonstrate how the integration of  nature in the city historically has 
been at the centre of  urban planning practice.
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13 One only has to think of  the Chinese mega-cities that are built at soaring pace, and risk reproduc-
ing Le Corbusier’s machine city ideal. Or the development of  Indian mega-cities, that create slums 
bigger than most European Capitals. These emerging mega cities seem to meet the same challenges 
the industrialising cities of  the 19th century did. I do not mean to impose a Darwinist logic, arguing 
that all nations must experience this ‘step of  development’ in order to ‘become industrialised’. Rather 
I want to stress that some of  the challenges Western cities experienced in the 19th century, are now 
emerging at greater scale and pace in the ever growing mega cities.
New urban greens
It is clear from the above that the desire to create healthy urban environments 
through design is not a new tendency. However, as argued in the chapter Designed 
Urban Greens, the tendency has regained significance lately albeit in a different aes-
thetic form. As Hauxner (2011) propounds, the aesthetics of  landscape architecture 
change in accordance with changes in society and the arts. The same could be said 
about urban planning practice. Therefore, in the following, I will present how the 
shift within architecture and landscape architecture runs concurrent with a shift in 
planning practice.
Architects have only recently within the past 15 to 20 years shown an interest in 
‘landscape’ and plants. Today, most architecture practices have expanded their 
portfolio, encompassing spatial design, landscape architecture and gardening. The 
case presentations of  SLA, Diller Scofido + Renfro and Corner demonstrate this. 
Tasks that have always been handled within city planning and design, have devel-
oped into new categories. So, when buildings are built, plazas designed and parks 
arranged, the tasks seem to have stayed roughly the same. But the categorisation of  
who deals with each aspect has changed. Landscape urbanism was present in most of  
the 20th century, but only first coined as an actual practice in 1997, by Charles 
Waldheim and James Corner (Hauxner, 2011, p. 232). Similarly, the notion of  urban 
space has existed as long as the city, but was first really termed in the 2000’s. This 
tendency is well put by Corner (2006) as he argues that
“the thematics of  organization, dynamic interaction, ecology, and technique, lead to a looser, 
emergent urbanism, more akin to the real complexity of  cities and offering an alternative to 
the rigid mechanisms of  centralist planning” (Corner, 2006, 23).
The mixing of  practices and resultant categories for cross-disciplinary practices are 
thought to be more in line with the complexity of  urban processes. Hauxner (2011) 
gives a very comprehensive description of  this tendency. With a retrospective ap-
proach, she argues that contemporary landscape urbanism defies picturesque na-
ture and evades the dichotomies of  nature and the city. It develops an altogether 
new aesthetic language. A biomorph language that is ever changeable, and ever 
adaptable to new weather and climate conditions. The combination of  aesthetic 
expression and programmatic demands of  ecological sustainability is at the core of  de-
signed urban greens. They have become the answer in meeting challenges posed by 
increasing pressure on cities such as changing climate conditions 14, health and sus-
tainability. It has even gained prominence as the motor of  the urban economy, 
coined in the term green growth (see City of  Copenhagen, 2011). 
	 All in all, nature has taken the place in planning and spatial design, as an 
answer to many challenges for cities; it is conceived and hailed as the element bind-
ing together our city; proposing solutions for saving the cities of  today from fatal 
unprecedented outcomes of  tomorrow. And the way this is thought to be carried 
out by architects and landscape architects is by incorporating natural processes into 
the design. Nature therefore becomes investment. Let us look at how this has devel-
oped in Copenhagen and New York City respectively.
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14 We need only to think of  the floods in the streets of  Copenhagen of  2010, caused by the worst rain 
shower documented in history. Cars, cellars, and sewers were over-flooded leaving the city disfunc-
tional for weeks. More dramatically, the storms that seem to hit New York City with increased fre-
quency since the turn of  the century, has shaken many a New Yorker’s minds. Most lately, Sandy, hit-
ting in the fall of  2012, damaged and paralysed the city infrastructure for weeks – even months – and 
destroyed people’s homes along the shorelines. Of  course, these changes in weather conditions are 
climatological and cannot be changed by designing more green spaces in cities. They are part of  
global climate changes. However, the tendency to develop sustainable designs is a small step in provid-
ing solutions to this problem.
Copenhagen
Within the field of  urban planning, a shift took place in Copenhagen around the 
millennium. The City altered their definition of  green spaces. Green spaces were 
no longer to be seen as separate from the city. The ‘green wedges’ between the built 
up ‘fingers’ of  the famous ‘Fingerplan’ of  1947 functioned as nature surrogates be-
cause they are associative but homeless (Hauxner, 2011, p. 44). This view has 
changed. Slowly, trees, overgrown brown fields, ‘pocket parks’, and new style com-
munity gardens 15 have been included into the conception of  the urban green. The 
barrier between the city and the park, culture and nature has been broken down 
(see, City of  Copenhagen, 2009). Furthermore, this more inclusive conceptualisa-
tion of  ‘the green’ as part of  the oscillating development of  the cityscape, allowed 
for ‘green areas’ to be utilised in the strategic development of  postindustrial sites 
(Petersen et al., 2011, p. 39). The re-definition of  the spatial layout of  the city must 
be seen as an attempt at shifting the planning focus from a functional, modernist 
practice to an integrative practice that sees green spaces as multifunctional breath-
ing spaces, local drainage reservoirs, green transport corridors, and sub-cultural 
platforms. It is a shift that seeks to create and construct green spaces as well as 
promote green practices. The view is apparent in the City’s Developmental strategy, 
published in 2007. It aims for Copenhagen to “become the Eco-metropolis of  the 
world”, where “the green and blue areas will bind the city together” (City of  Co-
penhagen, 2007, p. 2 & 15). As a result, the vision proposes that 90 pct. of  all citi-
zens must have a green space within a 15-minute walking distance, and that the 
green spaces will have twice as many visitors by 2015. A goal, that is to be met by 
establishing so called pocket parks, where small unused and derelict spaces are ex-
ploited to create parks as green cracks and chunks that are cut out of  the urban 
structure (City of  Copenhagen, 2008). It is a tendency of  intensifying and densify-
ing the city. By exploiting cracks and empty spaces within the city structure, spaces 
for dwelling and relaxing are created.
New York City - PlaNYC
Central to the development of  a greener Copenhagen, the City draws on inspira-
tion from New York’s planning strategy “Plan NYC - a greener, greater New York”. 
New York’s experience with constructing pocket parks within Manhattan’s grid 
structure–exemplified by the High Line Park–is highlighted as the main inspira-
tional example.
 Therefore, it is no surprise that the tendency identified in Copenhagen 
can be found in New York City as well. The legacy of  Olmsted and Vaux’s inspira-
tional park designs has gifted New York with some of  the most heralded park de-
signs; Central Park probably the most well known example. However, the city is 
increasingly pressured by a growing population. New York is amongst the most 
congested cities in America, with the least green space per capita. This pressure has  
lead the New York City Government to employ a mixed strategy of  constructing 
pocket parks, improving already existing green spaces, and exploiting derelict post-
industrial sites. They are re-injecting green life into the city. At the exact same time 
as the City of  Copenhagen published the Eco-metropolis strategy, Mayor Bloom-
berg unveiled PlaNYC, an alarmingly similar action-oriented agenda for making 
New York City, America’s first sustainable city16. The focus is on ‘greening’ the city 
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15 Especially in Denmark, Community Gardens developed extensively during the 1960s, in the form of 
so called Kolonihaver (Allotment Gardens). But what is new, is the development of  social networks and 
organisations, based on voluntary work, that utilise roof  tops and other unused space as gardens, pro-
viding “the community” with a sustainable alternative to imported groceries bought at supermarkets. 
Thus, the Community Garden of  today, exploits unused spaces for greening, but has more socio-
political significance, than its predecessors.
16 
http://nytelecom.vo.llnwd.net/o15/agencies/planyc2030/pdf/iclei_planyc_case_study_201004.pdf
and hereby improving air quality and public health (New York City Government, 
2007). Another interesting correlation is that PlaNYC of  2007 and the Eco-
metropolis strategy of  2007 only mention “greening the city”, and a parallel desire 
to “create growth”. In the revised PlaNYC of  2011 and the City of  Copenhagen 
Municipal Plan of  2011, the term green growth suddenly pops up. Furthermore, in 
2012, the C40 Green Growth summit was held in Copenhagen where representa-
tives from cities around the world, including New York City, were present17. Thus, 
what we have been witnessing within the past decade in Copenhagen and New 
York City is a change in politics and planning, directing attention not only towards 
the importance of  green spaces for the healthy functioning of  the ecosystem of  the 
city, but also as a vital part of  the urban economy.
The shift and re-conceptualisation of  urban green areas in urban planning, on the 
one hand presents the inclusion of  more unconventional forms of  green areas, thus 
a broadening of  the concept. On the other hand the shift presents a view of  green 
spaces as contributing to the eco-climate of  the city–the health of  its citizens. It is 
pivotal in becoming ‘sustainable’ or ‘carbon neutral’, thus branding the city. The 
idea of  using the landscape as ideal for urban landscape design is no longer a sole 
landscape architectural practice. This tendency has reached the offices of  planners 
and politicians. The engineering of  sensory experiences of  nature and natural phe-
nomena has become part of  a more far-reaching global trend. The design of  urban 
breathing spaces has to encompass the demands of  being carbon-neutral, environ-
mentally sustainable, experience-scapes, sensory engaging, luxury product, etc. 
	 How this change has taken place within the art world and geography will 
be discussed in the following sections. Clarifying how we can understand the terms 
nature, landscape and culture, will help me develop a conceptual toolbox for dis-
cussing the designs of  the High Line Park and Under the Crystal.
40
17 https://subsite.kk.dk/Nyheder/2012/Oktober/OKF_c40_Eng.aspx (visited June 5th, 2013)
theorising Landscape & Nature
Generally speaking “nature” is viewed as the contrast to “culture”. By way of  its 
own growth, and indeterminate form, it has a life of  its own. 16th century land-
scape painters wanted to induce a sense of  social control and morale by adding or-
der, symmetry and perspective to their depictions of  nature (Cosgrove, 1985; Dehs, 
1984). The human desire to control nature was further developed with industriali-
sation. Nature became an object for human production and consumption (Harvey, 
2010; Smith, 1984). The desire to organise and control our world has resulted in 
the construction of  a binary logic of  nature opposed to culture, landscape opposed 
to the city, and animals opposed to humans etc. These antinomies construct the 
idea of  nature as something external to culture, that can and must be controlled by 
‘man’ (Whatmore, 2002).
 However, the type of  urban greens that are placed Under the Crystal and 
on the High Line Park, challenge this rather rigid logic. They exploit cracks in the 
urban grid and provide the glue that “binds the city together”. In order to concep-
tualise the ways in which these emerging designed urban greens actually display 
nature we must adopt a more encompassing view on the green. Therefore, this 
chapter will discuss how the notion of  landscape and nature can help us understand 
the designed urban greens Under the Crystal and the High Line Park.
The experience of landscape
When discussing how nature is perceived and experienced, the notion of  landscape 
and landscape painting immediately comes to mind. The earliest occupations with 
nature in art and painting are dated back to the 14th century. Realist depictions of  
three dimensional space on a two dimensional surface, unveils how the eye is 
granted absolute mastery over space (Cosgrove, 1985, p. 48). Landscape painting 
did aesthetically what maps did practically: seeing, composing and structuring the 
world to be controlled, heavily loaded with socio-political and cultural values. The 
notion of  ‘landscape’ therefore unveils a specific value laden way of  seeing the ex-
ternal world, as something to be appropriated. 
 What was initiated in landscape painting was a particular way of  seeing 
nature as scenery; a landscape from a specific standpoint at a distance – from the 
city (Smith, 1984). This distant view testifies how landscape painters treated nature 
as “picturesque” and ultimately pristine (Carlson, 2000; Dehs, 1984, p. 269). Na-
ture was seen naturalistically – as a landscape – bound up on the idea that aesthetic 
appreciation of  nature would permit spiritual ascent; meeting God in nature (Rit-
ter, 1984, p. 30). This unveils a notion of  reaching cosmos – the order of  the world 
– in the chaos of  nature. 
 Although the spirituality of  nature is evaded, Under the Crystal and in 
the High Line Park aim at providing “otherworldly” dwelling places for “resting”, 
“reflecting” and “contemplating”. This is not directly spiritual but bears clear simi-
larities to landscape painting. Cosgrove (1985) argues that the relation to nature 
produced in landscape painting only offers an aesthetic “entrance” into nature – an 
illusory entrance that evades the actively engaged experience of  nature. Although 
Under the Crystal and the High Line Park are not two dimensional surfaces they 
are both highly focussed on the aesthetics of  the design. At the High Line, fencing 
and signs bearing the text “Protect the plants - keep to the path” demonstrate how 
the green is only to be seen. Under the Crystal the sensory, engaging waterfalls only 
seem to activate tourists and kids, while the majority of  visitors merely move 
through the space.
So, following Cosgrove (1985), the designed urban greens are heavily loaded with 
values, that must be kept in mind when studying them. We must remember that the 
body is part of  the landscape which it perceives (p. 58). As Samson (2010) argues, 
41
the High Line Park stages aesthetically performative spaces, designed to engage the 
visitor in actualisation of  space. Under the Crystal likewise exhibits performative 
qualities, that unveil how nature and the notion of  landscape (design) is conceived 
in a more sensory activating manner. 
 The designs exhibit similarities to Olafur Eliasson’s use of  nature and 
natural phenomena in his art. By using nature as a medium he aims at transcend-
ing the mere “psychological potential” of  the material. He wants to ask questions 
that make us reflect. He aims at making us sense searching for sense (Eliasson, 
201318). Therefore it is not the material, but rather the reflection in the participant 
he seeks. Eliasson creates intentional constructs of  nature like, say, The New York City 
Waterfall (2008). The waterfall brings the experiential phenomenon of  nature into 
the heart of  the city. But moreover it creates a spectacle that aims at taking the par-
ticipant one step beyond consciousness. The sensory qualities of  nature are de-
signed to make some sort of  connection to our psyche and the functioning of  our 
social and cultural body. The point is that The New York City Waterfall is not a water-
fall, but the sensation of  a waterfall. In support, Adorno (1984) points out that in-
dustrial waste piles bear resemblance to, and at a distance, look like mountains. But 
they are not mountains. The High Line Park is not nature per se but is sensed so, 
and becomes something akin to the sensed notion walking in fields. Hauxner (2011) 
labels this transplanted nature, that looks like and could be real nature, but is placed in 
the city. Therefore, it becomes an obvious human construction. 
The (marxist critique of the) bourgeois ideology of nature
As geographers following Marx would have us believe, the positing of  nature as 
external to society is absurd: “Nature that preceded human history […] today no 
longer exists anywhere” (Marx quoted in Smith, 1984, p. 32). Nature is nothing if  it 
is not social (Smith, 1984, p. 47) and therefore we need to re-inscribe nature and 
ecology as a culturally mediated social construction (Katz & Kirby, 1991). Nature 
does not exist as something outside the human body, as an externality, but already 
always exists in social relation with nature (Smith, 1984, p. 48). This view adheres 
with Hauxner’s transplanted nature.
 The production of  nature is tied to industrialism. According to Smith 
(1984) the production process universalises the forces of  “competition, profit, war, 
private property, sexism, heterosexism, racism … the list is endless – all are deemed 
natural … Capitalism is natural; to fight it is to fight human nature” (Smith, 1984, 
p. 29). Thus, the forces of  Capitalism are seen as historical products, forming not 
only our vision of  external nature, but more astute, the vision of  social control over 
human nature. This is a point that Marx (1993) also makes in the very first para-
graph of  Grundrisse. He defies the Crusoenian naturalisation of  accountancy and 
auditing19. What he objects to is the attempt to depict accountancy and therefore 
Capitalist economy as a pre-human instinctual part of  nature. He argues that it is a 
human construction forced onto humankind by the coercive laws of  early Capital-
ism (p. 83-84). This tendency to naturalise the forces of  Capitalism that, produced 
by man, exert social control, is exactly what Smith (1984) labels “the ideology of  
nature”. And it is this ideology that Smith (1984) and other Neo-Marxists set out to 
criticise (Harvey, 2010, 2012).
Following the Marxist critique of  Capitalism I am able to identify the veneer of  
freedom that disguises social control (of  nature). Smith (1984) would perceive Un-
der the Crystal and the High Line Park as romantic and naive. In support, Harvey 
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18 http://www.olafureliasson.net/publications/download_texts/Your_Gravitational_Now.pdf  
19 As Robinson Crusoe’s ship is grounded, the story goes, that his people start counting all the stocks 
and resources they have, keeping books and auditing these. Hereby, it is attempted to deem account-
ancy and auditing a human instinct akin to breathing or blinking. Of  course Marx criticises this per-
spective, as humans did once live without, and even survive without accountants.
(2010) argues that “there is nothing purely natural about second nature20” (p. 185), 
and if  so, any claims of  wilderness or naturalness becomes self-contradictory. How-
ever, both cases refrain from constructing indigenous nature. In the same way, Eli-
asson intentionally stages a constructed nature where no attempts are made of  rep-
resenting nature; only its sensory qualities. However, these spaces are not exempt 
from being part of  the Capitalist mode of  production. “The coercive laws of  com-
petition” (Marx, 1993) dominate how they compete as exchange-values on the 
market for production of  profit (Harvey, 2012). The New York City Waterfalls were 
estimated to bring $50 million to the city’s economy by the Economic Development 
Corporation21. During the first 4 years of  its existence, the High Line Park has (di-
rectly or indirectly) generated $2 billion in private investments in the surrounding 
area. (St)Architects such as Jean Nouvel, Frank Ghery, Renzo Piano, Annabelle 
Selldorf, and Robert Stern have since designed buildings around the High Line22. 
The fact that the Under the Crystal is “donated” by Nykredit – the 4th biggest 
Danish bank – hints at the wish to improve their public image. In both cases, de-
signed urban greens as part of  spatial design can be criticised for seeking to in-
crease rents and create profit.
However, I would disagree with this perspective. Guattari (2008) claims that 
“[a]lthough Marx’s own writings still have great value, Marxist discourse has lost its  
value” (p. 29). Instead he embraces the complex processes of  subjectification that 
arise as a productive outcome of  Capitalism itself23. What I would argue, is that 
Smith (1984) and Neo-Marxist geography contribute with a critical analysis of  the 
instrumentalisation of  nature. However, they overlook the everyday life that people 
play out in space. The everyday life that make our everyday lives meaningful. There 
is something more to the way these spaces are experienced and affect our being-in-
the-city. And this is what I want to address in this thesis.
Nature as wilderness
With the Marxist perspective, we can perceive humans as a part of  nature and con-
stantly subjected to the forces of  nature. This perspective has been challenged re-
cently as geographers have taken inspiration in Bruno Latour’s Actor Network Theory. 
This perspective transcends the hierarchical dichotomies of  culture and nature, 
human and non-human (see Amin & Thrift, 2002; Hinchliffe et al., 2005; What-
more, 2002). By introducing a conception of  “wilderness” and “urban wilds” 
Hinchliffe et al. (2005) present a more hybrid conception of  nature. I will argue 
that The High Line Park exemplifies such hybridity, as it is neither natural nor 
manmade. It has been produced by man, but inspired by the self  grown wilderness 
that took root. In accordance, Degen, Hinchliffe, Kearns, and Whatmore (2010) 
claim, that:
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20 Second nature refers to the Kantian distinction between first and second nature. Kant refers to first 
nature as that external to humans. Second nature is the human sphere that regulates and controls the 
first. So, in order to control the production of  nature, institutions of  regulation are necessary; that is 
institutions, legal economic and political rules and laws are created. Thus, second nature emerges out 
of  the first (Smith, 1984:67). 
21 http://www.nytimes.com/2008/01/15/arts/15arts-WATERFALLSFO_BRF.html?_r=0 
22 http://topics.nytimes.com/top/reference/timestopics/subjects/h/high_line_nyc/index.html Addi-
tionally, the Whitney museum is constructing their new Headquarter at the Gansevoort entrance, and 
the Rail Yards Project, is being embraced by the proposed third part under construction.
23 That Marxist discourse has lost its value is a rather bold statement. I understand the quote as a plea 
for letting go of  Marxist pessimism. Guattari argues that the Marxist critique does not allow us to 
develop productive accounts of  how modern-day designed urban greens can be experienced as liber-
ating, although they might be products of  Capitalism. So, the quote is used to underline that Marxist 
discourse and critique of  the political economy and the spatial outcome of  the city, is not able to grasp 
when capitalism itself  becomes “existentially productive”.
“the urban green is made precisely in the interactions between green-fingers and green-spaces. 
It is through the passionate involvements between and across different human and non-human 
bodies that the green is created and maintained in cities. What makes urban green spaces 
green is precisely people’s passionate involvements with a living city” (Degen et al., 2010, p. 
79) 
Urban greens express how lived everyday practices constitute the order of  the 
green: green is life, as created through affective relations and passionate involve-
ments. Equally, urban greens and the life of  the city unveils how “people are al-
ready ‘connected’ [to nature] in diverse and often intense ways” (Degen et al., 
2010, p. 78). The agency of  nature affects us, even at a distance. Nature holds the 
mystery of  wildlife and perpetual growth of  wilderness, making it unreliable, un-
tame-able and unforeseeable. It is something living as opposed to dead objects 
(Thrift, 2000, p. 36). This may sound romantic, but simply describes the indetermi-
nacy, ever changing and unforeseeable aspect of  nature. It is a way of  conceiving 
urban greens as spaces that engage the visitor, just like any “[…] urban moment 
can spark performative improvisations which are unforeseen and unforeseeable.” 
(Amin & Thrift 2002, p. 4). What Amin & Thrift’s (2002) point indicates is that the 
world we inhabit rather than being a material environment acted upon, is acted 
from within (Hinchliffe et al., 2005, p. 644), and more than mere objects endowed 
with thought, touching us even at a distance, nature has a life of  its own. Degen et 
al.‘s (2010) studies of  passionate involvements with green urban spaces and gardens 
furthers this point. 
In her studies, the use of  the term passion refers to “the affection of  the mind” 
(Game & Metcalfe quoted in Degen et al., 2010, p. 64), placing emphasis on the 
link between materiality and cognition, and the sensing body. Degen et al. (2010) 
follows a non-human path, giving place to the Latourian sense of  the non-human 
sphere as active. As one informant reveals, she is “on talking terms with every grain 
of  soil” (p. 71). Only possible if  “material nature” has “a life of  its own”, and if  
humans are able to learn how to attend this “life of  its own”. Degen et al. (2010) 
follow Latour in arguing, that it is through our body’s sensory organs and percep-
tions that we learn how to be affected (see also Degen, Rose, & Basdas, 2010). This 
embodied skill is neither strictly subjective nor purely internal. The sensuousness of 
being immersed in the garden or in urban green space when hoeing or just relax-
ing, sitting, and looking at the landscape unfold, allows for the body “to create al-
ternative frames of  being” (p. 72). What is achieved is the embodied capacity to 
alter the configuration of  the body. Following this perspective, nature posses quali-
ties that catalyses alternative states of  being.
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Summary
So, the notion of  landscape and the concept of  nature are not the same. The dif-
ferences are ontological. Landscape is the view of  nature from a distance, and there-
fore produced by the culturally specific ways of  viewing. Nature on the other hand, is  
more complex, as it is both the object of  the landscape, but also encompasses more 
wild things, that humans cannot necessarily control. Under the Crystal and the 
High Line Park demonstrate how designed urban greens are landscapes to be seen. 
They facilitate the view over the cityscape, inducing moral and social control. But 
they also engage visitors in sensory encounters with the green. They demonstrate 
transplanted nature, where chunks of  nature are placed within the city, creating a 
new aesthetic language. They erode the borders between city and nature and create 
a space where humans and natures go together. As Eliasson’s New York City Waterfall 
(2008) the designed urban green is not nature, but sensed nature. It bears evidence 
of  a more hybrid conception of  nature. Nature understood as something humans 
practice perceptively through embodied sensory engagement with the environment, 
just as it bears sensory qualities immanent within its material. This ontological 
double-sidedness will be treated in the following. 
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ontological vantage points
This chapter will give a brief  overview of  how landscape and nature as discussed 
above can be conceived. It is argued that a dual ontology is necessary in order to 
grasp the double-sided nature of  designed urban greens. First, the phenomenologi-
cal approach is presented as a way to understand experience. Secondly, the vitalist 
approach is presented in order to understand space as immanent. Lastly, a theoreti-
cal framework is constructed, highlighting the areas where the differing theoretical 
concepts overlap. These concepts will be instructive for the analytical strategy.
Experience
As argued by Merleau-Ponty (1962, 1995, 2004) it is through practice and active 
corporeal engagement with the surrounding environment that lived experience is 
made. Similarly, Simonsen's (2007) social ontology of  practice emphasises the banal 
and unobtrusive everyday engagements. Engagements are first and foremost corpo-
real – echoing Heidegger’s notion of  Dasein, or the human being-in-the-world. Hei-
degger argues, that meaning is constituted in the banal and simple skills of  the body 
coping with (objects in) the surrounding environment (Simonsen, 2007, p. 169). 
These everyday practices have become so taken for granted that we no longer take 
markable notice them (Merleau-Ponty, 2004, p. 36). The non-cognitive dimensions 
of  embodied practice and thought, make out probably 95 % of  our daily thoughts. 
They comprise the everyday doings as walking, breathing etc. (Thrift, 2000, p. 36). 
 It is within this framework of  practice phenomenology, that Merleau-
Ponty (1962) presents the notion of  perception. Perception and the sensory experience 
is pre-personal and pre-reflective. In order to understand the significance of  the 
corporeal practices of  perception (the 95 %), Merleau-Ponty (2004) argues we need 
to rediscover the world we live in. We need to rediscover the “world of  perception” 
– the world which is revealed to us by way of  our our senses (p. 6, 11 & 36). Hereby, 
perception must be re-ascribed primacy (Merleau-Ponty, 1995). In rediscovering the 
“world of  perception” it is clear that “we cannot conceive anything which is not 
perceived or perceptible” (Merleau-Ponty, 1962, p. 373). Therefore, perception as a 
sensory detection of  the environment comes before every act. The world we experi-
ence is the world we perceive:
“Perception is not a science of  the world, it is not even an act, a deliberate taking up of  a posi-
tion; it is the background from which all acts stand out, and is presupposed by them” 
(Merleau-Ponty, 1962, p. xi).
As such, perception is the active sensory engagement of  body-subjects in the world. 
However, perception is not an act as such. It is not the means of  consciousness or 
reflexivity. Rather, perception is our immediate involvement in the world, making 
out the “original modality of  consciousness”. Knowledge cannot be reduced to 
mere sensation. Rather, perception allows us to witness the birth of  knowledge 
(Merleau-Ponty, 1995, p. 30). And, this is a rather critical point that makes 
Merleau-Ponty’s phenomenology of  perception highly apt for understanding how 
the sensation of  any environment is never merely a question of  sole sensation. In 
perceiving an object, it is presupposed that we recognise the true size of  the object. 
We unconsciously draw on an archive of  former experiences. But it is not just past 
experiences that are significant. Also the body in action in perception and anticipa-
tion of  the object, is important (Merleau-Ponty, 1995, p. 9-11). Perception is em-
bodied, and in perceiving space we actualise its meaning. So when people Under 
the Crystal engage with the water jets they are not just experiencing the water. 
They sense gravity, viscosity and the weather. These phenomenal experiences pre-
sent to us affective meaning that establishes a relation between the object and the 
sensed qualities (Merleau-Ponty, 2004, p. 46). Objects would be devoid of  meaning 
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if  it were not for the reactions they provoke in our bodies. This unveils how the 
docile body is moved and seduced by the sensory properties of  objects (Merleau-
Ponty, 2004, p. 47; see also Simonsen 2013, p. 18). 
Materiality and flesh
The phenomenological task of  uncovering aspects of  phenomena can bring us 
closer to an understanding of  the real phenomenon. Under the Crystal demon-
strates the intention of  creating sensations that allow for “resting and letting out 
energy”24. This unveils an inherent sensory intentionality in the design of  the plaza. 
Water jets, lighting, and mist is instated to (per)form the way we experience space. 
However, following Merleau-Ponty, the intentionality of  design is only possible be-
cause design is also part of  our cultural habits. It is itself  conceived by cultural bod-
ies. Therefore, design is not purely capable of  forming practice. The intentionality 
of  the design, is only actualised when a body added to the equation is perceiving 
and anticipating the design. Therefore any pre-defined immanence of  space is im-
possible. He would oppose any division of  the designed object from the designer or 
the experiencing body. The materiality of  an object is already related to the percep-
tion of  it, because perception cannot be broken into parts of  sensation and causal 
relations, but is always a whole. Just as pregnancy expresses the perpetual reproduc-
tion of  the body “the matter of  perception be ‘pregnant with its form’” (Merleau-
Ponty, 1995, p. 11). 
 Therefore, we are not just connected to space – we inhabit it, and become 
part of  the (natural) processes of  space. In Ingold’s (2005) studies of  our perception 
of  weather and nature, he argues we open ourselves to the sensory properties of  
nature, hereby letting our senses indulge into “the soil of  the sensible” (Ingold, 
2005, p. 99). We feel the trickling water from the water jets on our skin, and by 
running through the water jets change not only spatial formations but others’ expe-
rience of  space. We walk along the meandering paths of  the High Line Park, and 
resting a while on a bench taking in the view of  the urban landscape are constantly 
on display for other passersby. We are always playing an active part in forming the 
surrounding environment. The body is the vessel for sensuous practice and be-
comes:
“a generative body of  being and becoming that touches, sees hears, smells and tastes both 
itself  and “other” flesh […] The flesh of  the body becomes part of  the flesh of  the world, 
where the flesh of  the world refers to the perceptibility that characterises all worldly reality, 
which is actualised but not created by human perception” (Simonsen, 2007, p. 172). 
Hereby the corporality of  the body and the materiality of  the world are constantly 
folded in a relational inter-corporeality; an exchangeable fleshing out of  energies 
(Whatmore, 2002, p. 5 & 119). Sensuous practices and perceptions are interwoven 
in the world, what Merleau-Ponty calls the “reversibility of  the flesh”. The notion 
of  the ‘reversibility of  flesh’ not only explains the function of  the body in perceiv-
ing, sensing and actualising space, but goes further in explaining that by participat-
ing in space, the body inhabits space (1962, p. 161) – and expressed even more 
radically the body becomes space (Ingold, 2005, p. 101).
The folding of  flesh and the actualisation of  meaning through sensory practice is 
where Merleau-Ponty actually does go a bit further “down the post-humanist lane”. 
He accepts that objects have sensory properties that seduce us, and that these are in 
fact like pregnancy; generative. He outlines an understanding of  the capacities for 
(human and non-human25) agency:
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24 http://www.sla.dk/byrum/nykredgb.htm 
25 But he does not equate them like, say, the Bruno Latour would (see, Latour, 1994).
“It is corporeality that opens up the perceived world for a limited freedom simply because it is 
materially and symbolically situated bodies that in the first place are exposed to negative expe-
riences of  closure. These agent-oriented capacities – for meaning, reflexivity, interrogation, 
improvisation and transformation – are not properties of  a singular ontological subject. They 
are capabilities emerging contingently within an interworld of  material and meaningful flesh” 
(Simonsen, 2013, p. 23).
Objects and designs can always be seen from an infinity of  angles (or at least by the 
number of  possible perceivers). Meaning can be constantly subverted and chal-
lenged, negotiated and anticipated. However, agent-oriented capacities emerge con-
tingently in mutual development. The negotiation, or “interworld of  material and 
meaningful flesh” describes how meanings are accumulated over time, culturally 
habituated, routinised and performed in intersubjective and socio-material foldings. 
Therefore, meaning of  space is generatively actualised over, and over again. But 
this leaves us with a paradox: how can meanings be known to us “before hand”? 
Merleau-Ponty answers this, by describing the paradox of  perception – that of  im-
manence and transcendence. Immanence, because objects are always known to the 
perceiver, but at the same time never completely given to us, and therefore tran-
scendent. The paradox of  perception enables us to view the two designs, on the one 
hand, as bound up in cultural norms and experiences, pre-reflectively intentional, 
and on the other side, never completely given to us, but every bit as mysterious as 
the forests of  wonder tales and the landscapes of  mountains. However, Merleau-
Ponty is a bit unclear on what he actually sees as the implication or consequence of  
the transcendence of  materiality. He certainly does not promote a transcendental 
phenomenology describing “its constitutive acts of  giving meaning” (Simonsen, 
2013, p. 15). It is clear, that he does not allude to the spiritual qualities, as it as-
sumes a separation of  the body and the environment per se. He defies any such 
assumption, however:
“Merleau-Ponty is more sympathetic to romantic and vitalist approaches (see Merleau-Ponty, 
2003). Yet he is concerned that their reliance on philosophies of  immanence risks reviving the 
theological and teleological sense of  internal productivity that opens up towards new forms of  
mysticism“ (Simonsen, 2013, p. 21).
This sceptical sympathy towards post-humanism has resulted in a theory that does 
not completely deny the vitality of  materiality26, but not as immanence, rather as 
embodied. However, this area seems interesting to unfold, why the following section 
introduces a more vitalist notion of  corporeality, affection, and subjectivity.
Summary
Merleau-Ponty’s phenomenology of  perception highlights the significance of  body-
subjects and the experiential dimension of  the life. The body becomes the vessel for 
experience, and the senses its organs. The reversibility of  the flesh, allows us to view 
spatial design as intentionally seducing our senses, but never definitely capable of  
forming the participating subjects. The design in itself  is only meaningful when 
perceived. The body is always already posited in relation to the design. However, 
the immanence that post-humanist and vitalist philosophies argue resides in mate-
riality are not explained by Merleau-Ponty’s phenomenology. It is this perspective 
that will be introduced and discussed in the following. 
51
26 And definitely not ‘life’. Merleau-Ponty is indeed interested in the lived life, and treats our life more 
than he deals with materiality. This is where he opens up towards vitalism, it is in the focus on life, 
rather than the focus on things and the agency of  things.
Immanence
The Merleau-Pontian focus on experience, inter-corporeality and the folding of  the 
fleshes, defies any immanence of  space. The material qualities of  designed urban 
greens reside in corporeal engagements. As discussed in the section Theorising Land-
scape & Nature, nature has a life of  its own, revealing qualities immanent in its mate-
riality. This post-humanist perspective will be presented in the following, arguing 
that we need to encompass a certain amount of  immanence in order to understand 
how designed urban greens affect its visitors.
Immanence
When analysing design and the transactions between architecture and people, Sam-
son (2010) argues, that the strictly body centred focus must be overcome. It reduces 
the complexity of  the urban, and fails to include the affective aesthetics of  the built 
environment. Merleau-Ponty is not indifferent to the notion of  affect (see Merleau-
Ponty, 2004; Simonsen, 2013) but where Samson and other post-humanist theorists 
differ, is in the assumption that affects exist materiality prior to any enactment of  
space:
“Objects and architecture are vital, and they make out vitalistic elements of  space, co-
constitutive of  what we by following Thrift and Amin call ‘the city of  passion’ (Amin & Thrift, 
2002:87). The affective space hereby sees space as foldings between subjects, materials, design 
and the atmospheres of  space. The affective effects of  space exist materially prior to it being 
actualised, ‘enacted’ by the experiencing subject - tourists just as well as citizens” (Samson, 
2010, p. 145).27
The aesthetic effects are always already present in space. This idea that ”there is a 
sense in space before the sense that signifies” (Serres quoted in Whatmore, 2002, p. 
3) implies that any sensory experience or perception is determined by the spatio-
temporal situation. Not that the relation between subject and design is causal and 
predetermined. Rather, design and architecture forms the specific spatiotemporal 
situation, which is always porous and temporary (Samson, 2010, p. 142). We know 
these temporary, ever changing and unstable situations from the changing of  the 
seasons that for example alter the colours of  the trees, bushes and plants of  the 
High Line Park. Hereby our conception of  atmosphere of  the space is changed in 
accordance with the daily rhythm or seasonal change. This way of  conceiving of  
design, architecture and urban space as something that affects the body has been at 
the centre of  the post-humanist tradition.
Affects of nature
Whatmore (2002) acknowledges that on the one side, affects are inter-corporeal 
products of  knowing and doing (following Merleau-Ponty). Yet, on the other, affects  
stem from a multitude of  other “message-bearers” (following post-humanist ac-
counts)28. According to Nigel Thrift’s (2008) non-representational theory affects can 
be described as relational intensities produced in meetings between bodies and arte-
facts. They refer to “complex, self-referential states of  being” (p. 221). Affects are 
constituent of  a relational web of  intensities that is: 
“[…] more and more likely to be actively engineered with the result that it is becoming some-
thing more akin to the network of  pipes and cables that are of  such importance in providing 
the basic mechanics and root textures in urban life (Armstrong 1998), a set of  constantly per-
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27 It would seem that Samson’s reference to “subject”, “actualization”, “enactment” and “the experi-
encing subject” is in contradiction to her vitalist ontology. In her defense she is being quoted out of  
her own context. The chapter from which this quote stems deals with her understanding of  the differ-
ence between phenomenological and vitalist positions within geography. The quote simply underlines 
the differences, and which path she chooses. Later in the thesis she develops her own ontological per-
spective.
28 Actually, she goes very far, in following Actor Network Theory (ANT). 
forming relays and junctions that are laying down all manner of  new emotional histories and 
geographies.” (Thrift 2008, p. 172).
Understanding the “texture of  urban life” as a set of  “constantly performing re-
lays” allows us to regard affects as constant effects of  socio-material relations. Af-
fects are “thought in action” (Thrift 2008, p. 175). They make out a geography that 
allows “thinking through the body” (Whatmore, 2002). But not just through the 
body, in the sense of  enactment, but transcending the body, encompassing the per-
formativity of  materiality and immateriality. Hereby, actions are less dependent on 
will or cognitive reflection and more on embodied and environmental affordances 
and habits 29. These relational intensities that can be described as atmospheres of  
spaces, overwhelm and pulse bodies. This view harmonises with Gilles Deleuze’s 
understanding of  ”[…] the city […] as a kind of  force-field of  passions that associ-
ate and pulse bodies in particular ways” (Amin & Thrift 2002, p. 84). With this vi-
talist notion, Merleau-Ponty’s notion of  the reversibility of  the flesh is extended to 
immanent qualities residing in space30. This is where Guattari’s (1995, 2008) writ-
ings on subjectivity and ecology become interesting.
The three ecologies
Guattari (2008) opposes any phenomenological reduction, as it “reduce[s] the ob-
jects under consideration to a pure intentional transparency” (p. 25). This, is unde-
sirable31 for Guattari. He argues that intentionality is formed collectively, and there-
fore cannot be reduced to one singularity. It is formed in socio-material encoun-
ters 32. But where his perspective parts with Merleau-Ponty, is in the individual 
forming an interiority as “vectors of  subjectification” pass through the body creat-
ing “assemblages” or “dispositives” (p. 25). 
 In designed urban spaces, Samson (2010) argues that assemblages mani-
fest themselves materially but are not material themselves. Rather they are con-
stantly actualised and combined in new constellation-like groupings that as the De-
leuzian ‘force-field of  of  passions’, affect people in space. This pulsating and ever 
changing force-field is made up of  an infinity of  components, ranging from the ma-
terial design, over the changing weather, to people’s presence and practice. The 
assemblage offers a way of  understanding urban spaces as a gathering of  intention-
alities that come together and form a certain immanence of  place. Therefore, in-
tention and immanence is not the same, but intentions (of  designed urban greens 
and architecture) are inputs in the immanence of  space. An immanence that ac-
cording to Samson (2010) affects the visitor before he or she enacts it.
 What Guattari’s (2008) ontology proposes, is a critical examination of  
how these assemblages can prove existentially liberating. In order to unfold this on-
tology of  liberation we must revisit his critical historical analysis. Echoing Marx’s 
critique of  the Crusoenian naturalisation of  Capitalist thought, Guattari (2008) 
argues that the uniqueness of  each and every subject–its singularity–is endangered. 
Our mental attitudes, the sensibility of  our social lives, and our responsibility to-
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29 It must be inserted here, that Merleau-Ponty would agree in the proposition, that actions are less 
dependent on will and cognition, but rather on embodied and pre-reflective actions.
30 It is not to say, that post-humanist accounts, are alone in factoring materiality into the equation. 
Merleau-Ponty does this as well, he even develops a notion of  generative materiality, by which social 
and cultural geography has been re-materialised (Simonsen, 2013, p. 15).
31 I do agree with Guattari on this point, but concede that he aims his critique at early phenomenol-
ogy of  Husserl, rather than Merleau-Ponty. As Simonsen (2013) points out, Merleau-Ponty’s notion of 
folded flesh is not just focused on the body and materiality, but the social and cultural intersubjective 
foldings (p. 15). Therefore, Merleau-Ponty’s phenomenology is never a reduction of  subjects into 
transparent intentionality, it is always relational.
32 Again, this is not completely different from Merleau-Ponty’s understanding. Actually it sounds very 
similar, and probably is because he “stole the idea” from Merleau-Ponty.
wards nature have been thwarted and eroded by the forces of  Integrated World 
Capitalism (IWC33). Hereby, humankind has been anaesthetised by the homogenis-
ing, desingularising, and infantilising forces of  IWC and mass media. What is 
needed is a re-conceptualisation of  the three ecologies: our psychological, social 
and environmental relations. His theory of  the three ecologies, proposes a way of  
reconceptualising our mental, social and environmental relations, in order to lead 
better lives.
 This is where the assemblage comes into its own. According to Guattari 
(2008) it helps us rethink discourse as “an infinite variety of  rhythms and refrains, as 
the very supports of  existence” (p. 26). Rhythms and refrains are constantly actual-
ised in meetings between ideas, bodies, perceptions, materialities and atmospheres. 
We are affected by these pulsating rhythms and refrains, potentially captivated and 
liberated. Even though, say, The High line Park and Under the Crystal are in fact 
product of  IWC, they are possibly liberating, because it depends on, wether the 
subject realises this potential. The discourse is also the bearer of  a non-discursivity; 
it is not an all consuming limiting totality34.
Refrains35 of liberation
The refrain proposes the moments of  spontaneous and unaccountable re-creative 
influence in our lives. They bring about a change or an improvement of  our lives, 
catalysing possibilities beyond hope. Refrains are sensorily activated, when we expe-
rience a change of  air or atmosphere. As Guattari explains himself, when he at the 
age of  35 learned how to drive a car: "I became more independent, which eventu-
ally led, among other things, to a divorce" (2008, p. 7). It is the sensation of  a 
change in the environment, which he argues allows for productive processes of  sub-
jectification. He himself  could suddenly move around freely, ultimately allowing 
him to depart from the obligations of  marriage36. He argues, that in the face of  
IWC, the amount of  ‘existential refrains’ is limited. We are in need of  existential 
refrains in our chaotic everyday lives to provide us with life affirming self-
confidence: 
“Like Bakhtin, I would say that the refrain is not based on elements of  form, material or ordi-
nary signification, but on the detachment of  an existential “motif ” (or leitmotiv) which installs 
itself  like an “attractor” within a sensible and significational chaos. The different components 
conserve their heterogeneity, but are nevertheless captured by a refrain which couples them to 
the existential Territory of  my self.” (Guattari, 1995, p. 17)
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33 Integrated World Capitalism terms the delocalised and de-territorialised forces of  post-industrial 
Capitalism. The global economy has spread to all areas of  the world, creating one “global village” 
making it impossible to locate any source of  power. In place, mass-media exerts social control, men-
tally manipulating the production of  a a collective mass-media-subjectivity. These processes of  ho-
mogenisation not only threat to destroy our social relations and the environment, but moreover pene-
trates our minds, our sensibilities and our attitudes. Guattari’s appeal is the need for a mental ecology, 
that ensures the uniqueness of  each subject’s singularity. That is, the unique way of  being (Guattari, 
2008, pp. 4-6).
34 This explains the question raised in the chapter on Theorising Landscape & Nature. When Guattari 
labels Marxist discourse value-less, he points at the limits of  freedom inherent in the Marxist revolu-
tion’s overturning of  the bourgeois economy. In stead he sees the capitalist production of  signs, affects 
and percepts constantly incorporated in processes of  subjectification. These processes deterritorialise 
the products and signs of  Capitalism. They are internalised, and subsequently redistributed. They 
become re-territorialised. It is within these processes of  re- and de-territorialisation, that Guattari 
identifies the productive outcomes of  discourses, thus producing the non-discursive.
35 Refrain refers to the Proustian ritournelle, the notion of  “reiterative discursive sequences … whose 
function is an extrinsic catalyzing of  existential affects” (Guattari, 2008, p. 87). It is therefore a mo-
ment in life, where our trajectory is changed altogether, and inspiration of  leading a new life is 
formed.
36 There is no doubt that this example is chosen because it is symbolic and illustrative–humorous. It is 
clear, that no one except himself  is able to judge wether this causal relation between free movement 
and moving free is actual real. But the example gives us an indication at what he means.
The potentially liberating instances of  the existential affects, are to be seen as es-
cape lines, or processual lines of  flight. These processes allow people to develop 
existentially. This is what he labels singularisation of  the subject (opposed to indi-
viduation). What he proposes is a change from within the system. A change in the 
socius and mental capacities. The catalysation of  “lines of  flight” within the state 
structure (pp. 30-34). To change the “damage caused by IWC” there will need to be 
a “massive reconstruction of  social mechanisms”. Not by way of  centralised reform 
but in:
“promotion of  innovatory practices, the expansion of  alternative experiences centred around 
a respect for singularity, and through the continuous production of  an autonomizing subjectiv-
ity that can articulate itself  appropriately in relation to the rest of  society” (p. 39)
What is meant by the “respect for singularity”, is on the one hand a respect for 
autonomous subjectivities’ self-articulation, and on the other, a respect for the pro-
ductiveness of  the processes of  re-territorialisation and de-territorialisation. 
Designing the refrain
If  we turn our attention towards the designed urban greens, the idea of  creating 
sensory engaging breathing spaces unveils a way of  designing refrains of  liberation. 
When people run around and play in the undeterminable pillars of  water jettisons 
emitting from the ground under the Crystal, the aim is clearly to make people ex-
perience themselves and space in new and other ways. However, we must question 
wether these experiences of  space, are in fact liberating? Are they productive in the 
sense that they create new “territorialities of  the self ”? 
 This will be taken up in the analysis. Yet in order to grapple with the chal-
lenge theoretically I want to draw a parallel line between spatial design and public 
art. Guattari highlights Marcel Duchamp’s installations, because the observer be-
comes co-creator; a participant that shapes the aesthetic form in a creative process. 
The question Guattari poses, is this:
“How do certain semiotic segments achieve their autonomy, start to work for themselves and 
to secrete new fields of  reference? It is from such a rupture that an existential singularisation 
correlative to the genesis of  new coefficients of  freedom will become possible” (Guattari, 
1995, p. 13)
The autonomy achieved by a rupture must not be seen as a trigger, that starts a 
process. Rather its a catalysation of  an always already existing irreversible process: 
the immanent creativity of  the meeting between the body-subject and the object/
environment. The already existing assemblages can be activated in new productive 
ways. Hereby, we are allowed to understand the evocative qualities inherent in de-
sign as potentially catalysing. As Guattari puts it, the fragments of  music that take 
possession of  the author. In Eliasson’s sensory art designs, these provocations of  the 
senses are described as a transition between different sensory registers. This makes 
us aware of  certain bodily effects actualised in the art situation (Frichot, 2008). The 
same goes for the sensory design of  urban greens. Its the transition between spaces, 
not just from the chaotic metropolis to the sacral sanctuary, but from gravel to tar-
mac, from bed to stone, from light to dark, from dry to wet. Its a facilitation of  a 
transition in sensory registers, that is intended and believed to spark moments of  
subjectification. 
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Summary
Under the Crystal and the High Line Park are both designed to have certain effects 
on the visitors. I will argue these are aesthetic affective effects that are intended to 
exist materially prior to any enactment. This view allows us to view designed urban 
greens as having a life of  their own. They demonstrate an assemblage-like situation. 
No formula exists prescribing what urban assemblages contain. Designs are created 
through immanent forces, out of  any visitor, designer or planner’s hands alone.
	 However, this does not stop us from identifying the intention of  creating 
spaces that provide the much needed pause. A space for breathing fresh air, enjoy-
ing the restorative effects of  splashing water and contemplative views over the city. 
The question remains if  they actually do provide the visitor with the existential affects 
that Guattari (2008) argue promote the escape lines. With the concept of  the existen-
tial refrain, we are able to diagnose design practices that to a greater extent make use 
of  the sensory aspects of  nature and natural processes in their aesthetic expression.
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Theoretical framework
The ontological discussion allows me to construct a palette of  theoretical concepts 
that encompasses the complex nature of  designed urban greens. This chapter will 
sum up the double-sidedness of  landscape and subsequently present the main theo-
retical concepts. The theoretical framework aims at encompassing the experience 
and sensory perception of  nature, as well as the immanence inherent in space.
The double-sidedness of landscape
As Adorno (1984) in accordance with Merleau-Ponty argues, the perception of  the 
landscape in its different ways is constituent of  the landscape as concept. Therefore, 
we cannot separate the body from the material design, the city from the landscape, 
or culture from nature. The landscape is something we practice, perceptively 
through our embodied sensory engagement with the environment, just as it is some-
thing that bears sensory qualities immanent within its material. 
 It is evident that Under the Crystal and the High Line Park are designed 
with multiple intentions at heart: from the choice of  plants to the placing of  
benches. Intentions are central, but not the only aspect of  space. With Norberg-
Schulz (1976) we can argue that materiality expresses the intention of  the designer 
and the accumulation of  practices and experiences over time. So materiality is 
formed through practice, but with an outcome that creates a certain spirit of  the 
place. Therefore spatial designs are characterised by multiple vectors, where inten-
tions, lived experiences, sensations and imaginations come together and create the 
situation. This is where I argue, that spaces do have an aspect of  immanence. How-
ever, it is not a question of  time: if  we first practice or first are affected. The double-
sidedness lies in the relational foldings. As Merleau-Ponty argues, sensation cannot 
be broken into parts. It is a whole–a generative folding and becoming. This is un-
derpinned by Edensor (2012) as he argues that atmospheres are produced between 
emotion and affect. He follows Böhme in defining atmospheres of  places as some-
thing that bathes everything in the environment, attuning everyone in a certain 
mood, but at the same time is an extension of  everyones own mood (p. 1105-1106). 
Therefore, I conceive of  these spaces as practiced as well as possessive of  a certain 
immanent quality.
The double-sidedness is prevalent the work of  landscape architects. Francis and 
Hester (1990) argue that through sensing nature we participate in natural processes 
and hereby re-connect to nature; to “mother-earth” and humankind more broadly 
(p. 6). This point is underlined by Thrift’s (2009) study of  landscape gardening37. 
He argues that gardens are designed to produce certain “aesthetic/affective effects” 
that engages the participant in perceptive actualisation. Developing a knowledge of 
disposition people “make more sense of  the senses we have” (p. 121). Urban greens, 
like the landscape gardens, are designed for the purpose of  changing, themselves, in 
accordance with its surroundings and the people inhabiting it. They are designed to 
accustom the perpetuity of  growth, immanent in nature. How these “gardens” af-
fect us is:
"ambiguous and largely semiconscious, based on a different type of  grip which oft times resists  
the illusion of  an observing subject: 'the object isn't bound by our attention: it binds us' (page 
69)" (Thrift, 2009, p. 121).
What Thrift (2009) alludes to here, is that nature, and the designed urban green will 
affect us, as something exterior. But the affection is part conscious, therefore induc-
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37 Thrift (2009) carries out a brief  study of  the landscape gardening tradition, as practiced by Hum-
phrey Repton. He is known as the founder of  the picturesque style during the Regency era in Eng-
land. While the tradition of  producing aesthetic and affective effects have mainly been studied in ar-
chitecture, theatre studies, dance, site specific art and land art, Thrift argues the same is true of  the 
garden (p. 121). 
ing a “knowledge of  disposition”, a way of  understanding “thought in practice” (cf. 
Thrift, 2008, p. 175). We are being touched. But it is not only a question of  imma-
nence or experience. It is a double-sided view of  nature as practiced, experienced 
and therefore enacted, while also having a life of  its own. Like the atmosphere of  
place, its genius loci, the affection is a product of  the meetings or foldings of  different 
components with different intentionalities. 
Central concepts
For way of  clarity, the above presented double-sided ontology is presented in a 
framework. This provides us with a range of  concepts for understanding the object 
of  study. Thus, the core concepts from the theoretical discussion above are drawn 
out and their analytical benefits highlighted.
Perception is experience
Firstly, when we perceive an environment through our sensory organs, the envi-
ronment is constituted as concept. Designed spaces are intended to be experienced 
in a certain way. According to the immanence of  perception they ensure some sort 
of  contingency, say, when using a bench for sitting on. But experience is indetermi-
nate. We can never be sure of  it, and therefore spaces are transcendent. If  we take 
the water jets under The Crystal as example, they are intended to make children 
and childish adults play and engage with the water. Playful and joyful as it is, the 
water jets can be obstructive for people who just want to pass quickly past the plaza. 
Therefore peoples experiences can be anticipated but never defined. The point is, 
that people’s perceptions and experience of  a place constitutes the meaning of  
space. 
Practice is experience
So, practices are constituent of  spatial meaning. But only partly, as no practice or 
emotive outcome is predetermined. Design intentions, perceptions, practices and 
experiences all come together in forming the agency-oriented capacity of  space. 
The negotiation, or “interworld of  material and meaningful flesh” (Simonsen, 
2013, p. 23) resists any autonomous subject, and instead binds the garden and sub-
ject together. Therefore, the designs on the High Line Park and Under the Crystal 
cannot be divided into either design-intention or lived experience or practice of  
place. The practices of  place are inter-corporeal and socio-material foldings with 
unknown outcomes.
Affect as immanence
However, there is an element of  space, that is not necessarily attached to the em-
bodied actualisation of  space. The notion of  the assemblage, aims at describing 
how the multiplicity of  vectors of  subjectification, make out an immanence that so 
to speak is space itself. Any pulsation of  the body when visiting, say, The High Line 
Park or Under the Crystal is dependant on what you know about it before hand, 
what events are going on at the time, and what the weather is like and changes dur-
ing your visit. All these factors or vectors are indeterminable and uncontrollable. 
They come together in an infinity of  constellations–being in themselves. The affec-
tive effect is not predetermined. With regard of  the designed urban greens, the as-
semblage and notion of  space as immanent alludes to an understanding of  nature 
as wilderness. It has a life of  its own, which makes it constantly unreliable, un-tame-
able and unforeseeable (see Hinchliffe et al. 2005; Thrift, 2000; Whatmore, 2002). 
This indeterminacy is significant, as it alludes to Merleau-Ponty’s transcendence, 
but instead of  it residing in the meeting between material and body, it is imma-
nence in the socio-material situation. 
Intentions as part of the assemblage
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Therefore, design intentions make out one of  the multiple vectors of  subjectifica-
tion in the assemblage. But as Thrift (2009) argues, the aesthetic/affective effects of  
the garden design, is meant to make us make better sense of  our senses. Landscape 
urbanism aims at making us sense the processes of  nature, through design. Using 
the indeterminacy of  nature’s sensory qualities to accustom the body and pulse it 
must come from the designer’s own experiences, rituals and habits. But moreover, 
from the indeterminacy of  “natural phenomena” such as gravity and the weather. 
The intention is aimed at creating sensory effects that make us move between sen-
sory registers (cf. Eliasson, 2004). However, as Samson (2010) argues, affects cannot 
be designed. So, when architects and designers want to create a certain atmosphere 
in space, they cannot put into a formula, the elements that will make them “suc-
ceed”. 
The refrain
Therefore, as second paradox emerges. That of  designing the refrain. As Guattari 
(2008) himself  makes clear, “the refrain is not based on elements of  form, material 
or ordinary signification” (p. 34). It is like the assemblage, a gathering of  vectors, 
that might be catalysed or actualised in the moment, but dependant on a multiplic-
ity of  factors coming together. A “coming together” that cannot be formalised and 
designed38. Guattari (2008) notes that “the work of  locating these existential re-
frains is not the sole province of  literature and the arts - we find this eco-logic 
equally at work in everyday life” (p. 31). Therefore, when transferred to the world of 
spatial design, it is the framework that design enables, that in everyday meetings can 
be actualised by the participating body. The potentiality of  space is therefore nei-
ther immanent in space nor solely enacted. It is somewhere in between the two ex-
planations.
Summary
The concepts discussed above – perception, practice, affect, assemblage and refrain 
– all comprise the theoretical framework of  the thesis. The 5 concepts show how 
the differing ontologies of  experience and immanence have certain overlapping 
areas, but ultimately provide different tools for understanding how spatial relations 
are conceived. In both cases the material outlay of  Under the Crystal and the High 
Line Park have come into being because developers, contractors and designers have 
had certain intentions at heart. They wanted to create certain atmospheres, but 
these atmospheres are not just something external to the body, that resides imma-
nent in space. It is actively co-produced by participating bodies, and the natural 
processes in these spaces. Therefore, any affection of  the body, any emotion experi-
enced is the product of  very complex socio-material foldings. Combining two so 
different ontologies allows us to view designed urban greens as more than mere 
experience-scapes. They are also intended urban-e-scapes, that can have very 
strong effects on its visitors. The theoretical significance of  such ontological combi-
nation lies in the possibility of  discovering how meaning is actually constituted.
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38 Again it is easy to see where the Deleuzian notion of  assemblage is heavily inspired by Merleau-
Ponty’s folding flesh. It is the unique situation in time and space created by folding elements. But, 
understanding the affective effects of  space as something that is prior to enactment, and therefore 
prior to the body, also paradoxically becomes prior to any intention, and that is where the two phi-
losophies part.
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Epistemology and method
This chapter presents a discussion of  how we can gain knowledge about experience 
and immanence of  designed urban greens. The first section Epistemology provides 
the bridge between the ontological vantage points, and the methodological ap-
proach to gaining knowledge. The following section Method presents and discusses 
how a framework of  mixed methods, inspired by ethnographic field studies will 
help collect empirical data.
Epistemology
How can we gain knowledge of  people’s experience of  designed urban greens? In 
this section I will argue that leading a comprehensive approach will allow me to 
gain insight of  peoples everyday doings. Furthermore, nature as material is not only 
experienced but has a life of  its own requiring me to use my own body. I argue that 
experience and immanence must be studied situationally by following an 
abduction-like methodology.
Phenomenology
According to Merleau-Ponty (1962) phenomenology aims at studying social phe-
nomena as they appear before any reflection of  it. It offers accounts of  space “as 
we live them”. The task is to describe our experiences as they are, before any theo-
retical explanation of  them. Human experience takes its point of  departure in the 
sensing body. It is through our human and social everyday engagements with the 
environment that meaning is created. It demonstrates a strong relation between 
scientific practice and everyday understandings of  these practices (Hansen & Si-
monsen, 2004, p. 118). This practice oriented approach has influenced human ge-
ographers since the 1960s developing a concern with understanding social and cul-
tural phenomena rather than explaining these. Giving primacy to people’s everyday 
experiences explained in their own wordings and everyday language proves viable 
for this study. The task of  this thesis is uncovering how people experience space, 
and how these experiences give meaning to their everyday lives. Taking a compre-
hensive approach as phenomenology allows me to study people’s embodied experi-
ences of  the designed urban greens. Studying their movement and talking to people 
will allow me to acquire their understandings of  their everyday practices and expe-
riences. 
 Uniquely for the tradition of  human geography, these practices and expe-
riences constitute places. The spatial relation between practice and place is demon-
strated in Ingold’s (2005) study of  perception of  weather. Ingold (2005) uses 
Merleau-Ponty to argue, that when we see the environment, we become the envi-
ronment. Visual perception is in fact the experience of  inhabiting the world of  visi-
bility and its qualities (p. 101). Therefore, people’s experience of  space is partly un-
veiled through their own descriptions of  their experiences, and partly readable 
through observation of  their practices and performance. 
 The task of  representing people’s practices requires that the researcher to 
some extent ‘translates’ these practices and explanations (Hansen & Simonsen, 
2004, p. 119). It is a question of  translating singularly occurring incidents into so-
cial patterns – a quest that is common for most human sciences. Some of  the early 
pioneers were sociologists Robert Park and Herbert Blumer of  the Chicago School 
as they were concerned with understanding the “distinctive nature of  social life” in 
Chicago (Hammersley, 2002, p.66). They argued this required that the researcher 
got close to the field, studying the phenomenon in its natural surroundings: in situ 
(Larsen & Meged, 2012, p. 303). It makes sense to follow this ethnographic ap-
proach as the place under scrutiny is designed in order to evoke certain sensory re-
actions of  the space. 
63
immanence
Samson (2010) argues that affects cannot be studied simply by observation or inter-
view. The immanence of  space exists outside and independent of  the individual 
(and the researcher). Therefore it is offhand not observable. Affects reside in the 
environment on a “plane of  immanence” (Anderson & Harrison, 2010, p. 14) or on 
“a plane of  consistency of  multiplicities” (Deleuze & Guattari, 1983, p. 16). They re-
side in the material, not objectified, but in the situation enabled.
 Following Bruno Latour’s Actor Network Theory Degen, Rose and Basdas 
(2010) set out studying how people inhabit designed urban environments. They ar-
gue that by paying attention to embodied practices: “one is immediately–or rather 
mediately–directed to what the body has become aware of ” (p. 64). That is, how 
the body is neither in control nor without control in designed space. In other words, 
because affects are spatially immanent any body, including the researcher’s own, 
can be used to uncover them. Wiley (2005) follows this perspective in his study of  
walking–alone–along the English Southwest Coast. He argues, that the “affects and 
percepts” of  the landscape are more-than-subjective. They do not determine per-
ception, but as exteriorities–being in themselves–pattern “into performative order-
ings of  self  and landscape” (p. 236). It is these orderings that Wiley (2005) and 
Samson (2010) both argue, are accessible by the body–including the researcher’s 
own. They use their own bodies as the vehicle for studying the transaction between 
exteriority and interiority. The perspective clearly parts with the phenomenological 
position, but on this exact note actually demonstrate some common ground.
Situationality & Abduction
The difference between the two perspectives does not make them irreconcilable. 
They come together on a rather crucial point. They both assume a situated body. 
Either the situatedness of  the people whom are studied, or the situatedness of  the 
researcher’s own body. Perception is the inhabitation of  the environment according 
to Merleau-Ponty. The vitalist approach assumes that the body is always poised in 
relation to the percepts and affects of  the landscape. The situated take on knowl-
edge production allows the researcher to gain knowledge through corporeal and 
embodied engagement with the environment. This complies somewhat with the 
methodology of  abduction. 
 Abduction is neither inductive nor deductive. It understands theoretical 
dispositions and empirical data as mutually dependant. Therefore, it defies any 
causal reasoning giving weight instead to the constant modulation of  knowledge 
(Samson, 2010, p. 30). Abduction provides us with a creative form of  reasoning 
where knowledge production is a continuous formation of  hypotheses that cannot 
necessarily be testified or even verified (Hansen & Simonsen, 2004, p. 26). It is 
based on the researcher’s theoretical and ontological dispositions that are used to 
explain what is intuitively sensed. It is described as an “argument of  feeling” (Sam-
son, 2010, p. 31) or even ‘guessing’. My pre-understanding was constantly modu-
lated and challenged. A circular negotiation between theoretical dispositions and 
empirical observations and experiences. Sinuously questions were evoked and I 
would test these on my own body and ask people on their experiences etc. To get an 
idea of  how this constant negotiation formed my choices the following pages elabo-
rate my pre-conceptions and -understandings.
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 Pre-conception and -understanding 1
In 2010 I bought tickets to New York. I read a brief  description of  
the High Line Park in the Lonely Planet guide. I can’t remember 
what it said exactly, but the way the author had described it made 
me curious and eager to see it. So, I looked it up on the internet, and 
the numerous pictures immediately talked me into putting it on “the 
list” of  things to see. We were in New York City for two weeks. We 
went to the High Line probably 8 times during those 15 days. It 
was our favourite attraction. But I felt it was more than simply an 
attraction. I was interested in such “postindustrial redesign”. I just 
knew the history, or lets call it the story about the High Line. And I 
loved it. We had our coffees there one morning, and our lunch an-
other time. We also had a brief  attempt at reading a bit there but 
opted for Washington Square park instead. We took pictures of  each 
other. Pictures of  us standing in front of  the views of  Manhattan’s 
urban landscape. One of  the pictures, with Jette my girlfriend, pos-
ing in front of  the view along W14th St. was hung up on the wall 
when we came home.
I knew Kristine Samson had written her Ph.D. with the High Line 
as one of  her two cases. I found it very intriguing and relished the 
chance of  writing about the experience I had of  that particular 
place. It was appealing enough to decide on it being a case for my 
thesis. So, I decided on studying the urban greens in more depth, 
scrutinising their affect on visitor’s experience. 
In september 2012 I attended the Graduate Centre at CUNY as a 
visiting research scholar for a semester. I was determined that I 
would now study the High Line–this time as a researcher. I had an 
idea, that I would not attend to the vast academic criticism written 
about the High Line and the property market of  Manhattan and 
New York City. I wanted to illuminate and understand the experi-
ence I had the first time. The experience of  wanting to go there, and 
be there, on the High Line more than any other tourist attraction in 
New York City. I wanted to understand how this wild nature that 
grew there affected people? And more generally I wanted do under-
stand what it does to people, having green spaces in the city? I 
wanted to study how people experience nature and how people relate 
to nature. So, I started conducting studies the second week I arrived 
in late august 2012. This first visit was pivotal. I loved it, and a 
lot of  my former experiences were re-affirmed. However the vast 
amounts of  tourists instated a sense of  dislike in me. I kind of  
wanted not to like it, and I started scrutinising this uncanny during 
the fall. The last study was made during the last week in early 
January 2013, a week before winter really kicked in. 
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Pre-conception and -understanding 2
During my studies in New York I visited Ground Zero by coinci-
dence. The experience of  the falling water at the memorial really 
struck me, and I decided on including it in my study. The tension 
between the green and the abstract water made me want to study 
how different takes on urban nature affected people. My hypothesis 
at the time was that it should have a universal kind of  affection and 
effect on people. I wanted to match the pair of  the High Line Park 
and Ground Zero with similar cases from Copenhagen. I immedi-
ately looked at SLA’s portfolio on their website. I knew their work 
and was aware of  their alternative take on nature. I decided on the 
City Dune and Under the Crystal as very fitting cases. 
I returned to Copenhagen in january 2013, and started undertaking 
field trips to The City Dune and Under the Crystal. However, after 
having discussed the prospect of  the study, and the scope of  the case 
studies, I was advised to focus on only two cases. Ground Zero and 
the City Dune were discarded. I thought it would make out an inter-
esting (mis)match choosing cases that focused on different elements of 
nature respectively.
I was adamant that the space Under the Crystal would be crowded 
with bankers from inside the building The Crystal. I imagined, that 
any company paying for such a place would use it a lot. I envisioned 
a picture of  employers in suits, all the bankers eating their lunch at 
the plaza. After reading about it on SLA’s webpage, I further imag-
ined that it would attract a lot of  people who would come by and 
play in the water (probably pre-informed by the illustration in the 
background, downloaded from SLA’s webpage). 
However, when I visited the space it surprised me how few people 
would use it. And I was also a bit disappointed to discover that the 
water fountains were turned off. They would first be turned on in 
May. The picture I had was nowhere matched by what I saw and 
experienced. This made me wonder how such a space actually func-
tions. What constitutes such a place. And what role does the (lack 
of) water play in people’s experience of  the space? At a first glance 
people seemed to just pass through the space. I imagined the water 
would change everything. I wanted to understand how. 
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I expected people to be rather critical about the High Line Park, but found that no 
one was. Similarly I expected people to be hanging out and eating lunch Under the 
Crystal, but this is far from the truth. My prior knowledge was challenged and 
therefore evolved through interactions with the environment. Knowledge is there-
fore produced in more complex socio-material foldings between my body and the 
field. Even though the methodology of  abduction allows to understand, it is a de-
scriptive methodology. I am interested in comprehending and therefore take on a 
more modest version of  an abduction-like methodology.
 I tried to gain knowledge on the practice and affects of  place by mimick-
ing what other people did. I tried to put myself  in their shoes; to “go with the flow” 
and let my body be seduced to different parts of  the space. On the High Line Park 
I forced myself  to sit places and take pictures of  people I would not otherwise. Un-
der the Crystal I tried to place myself  in as many different places–also where others  
did not seem to go–tried to “play with the water” and challenge my bodily practice. 
I tried to feel how the interaction with space made me feel. Varying between “nor-
mal” practice and more extreme practice I challenged myself  and the seemingly 
normal practice of  space. I argue, that this playful and explorative approach has 
allowed me to gain knowledge on a broad spectrum of  different situations.
Sample-selection
As Eisenhardt (2002) argues, novel theory often comes from the creative insights 
that arise out of  comparing contradictory and paradoxical evidence. This is be-
cause it forces the researcher “to reframe perceptions into a new gestalt” (p. 29). 
The selection of  cases is often restrained by the scope of  study, only allowing for a 
limited selection of  cases. In this regard, choosing “polar types” or “extreme situa-
tions” allow to study the processes of  interest, as they are more likely to be “trans-
parently observable” (pp. 12). 
 However, following Samson’s (2010) notion of  situated knowledge nothing 
is transparent. Rather, it is constantly negotiated and re-negotiated. My choice of  
the High Line Park and Under the Crystal was made by chance and strategic selec-
tion. The aim is not to create a cross-case comparison, but rather demonstrate di-
vergent design and aesthetic takes on nature. The hypothesis is, that this will allow 
us to look at the different ways in which designed urban green spaces affect our ex-
periences. 
Summary
The comprehensive approach allows me to gain knowledge of  people’s practices 
and their experiences. It brings forth knowledge on the lived life of  designed urban 
greens. However, the affects of  the landscape cannot solely be understood via inter-
views and observations. They must be experienced through the body – that is, any 
body, including mine. This approach allows me to avoid Adorno’s (1984) problem 
of  identifying piles of  scrap as mountains. And this realisation is possible, when we 
challenge the different types of  knowledge gained through each epistemology. This 
is where situational knowledge reconciles the diverging epistemologies. With the 
concept if  situational knowledge, the knowledge production will always happen in 
relation with the environment. As sinuous movements between theory and empiri-
cal data, I will employ an abduction-like methodology. In the following I will pre-
sent the methods that help me execute this methodology.
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Method
In this section I will briefly present the choice of  methods that allow me to gain 
knowledge as argued in the former section Epistemology. Following Degen, DeSilvey 
and Rose (2008) I will conduct methodical triangulation. I will make use of  my own 
sensing body in experiencing space and observing other bodies’ practices. Further I 
will make use of  interviews and conversations to uncover people’s own experiences 
of  space. 
Ethnography
Ethnographic and anthropological research has centred on people’s everyday expe-
riences as they take place in their everyday surroundings. The method encompasses  
both the social and the material outlay of  places (see Gray, 2000; Hammersley, 
2002; Richardson, 2003; Bourdieu, 2003). During lengthy ethnographic field stud-
ies different research methods have commonly been deployed, in order to collect 
different kinds of  information. This methodological triangulation has helped unveil 
different aspects of  the studied phenomena (see Eisenhardt, 2002; Low, 2000; Pink, 
2007). Within the past decades, geographers have discovered the usefulness of  eth-
nographic methods in studying space and place (Degen, DeSilvey, & Rose, 2008; 
Edensor, 2007, 2012; Larsen & Meged, 2012, Larsen, 2013). Samson (2010) takes 
this cultural geographical tradition even further, when she applies it in an aesthetic 
reading of  space. This allows her to document the actual aesthetic effects of  being 
in space and pre-cognitively experiencing its affects.
	 The point is that ethnographic methods allows the researcher to gain 
knowledge on the subject from a variety of  angles. I will make use of  this approach, 
as it allows me to uncover the different types of  knowledge as presented in Episte-
mology. Therefore, the following Table 1 gives an overview of  which methods will 
allow me to get what types of  empirical data. The different types of  data are linked 
to discrete theoretical concepts as presented in the Theoretical framework. 
Method Data Theory
Interview with Designer Intentions Assemblage
Interview with Visitors Experience Experience - Perceptions
Observations of  Visitors Practice Experience - Practice 
Auto-ethnography Affects Immanence/Experience
Analytic observation Theorising Landscape architecture theory
Table 1. Relations between theoretical concepts, choice of  method and type of  data.
Each method has it advantages. Interviews and observations will allow me to gain 
insights to the intentions, experiences and feelings. However, as Hauxner (2011) 
argues landscape architecture relies on aesthetic principles requiring another 
method. Therefore, I will also employ an analytic perspective with stronger focus 
on the aesthetics of  space. All the empirical data is collected on the appendix disc 
attached at the back of  the thesis. The disc contains field notes, interview transcrip-
tions, interview guides and auto-ethnographic stories.
Observation
In order to study people’s practices, the ethnographic tradition is useful, as it aims 
at gaining an understanding of  social phenomena “from the inside”. Ethnogra-
phers have used metaphors as ‘lifting the veil’ or ‘digging deeper’ to describe their 
methodological practice, underscoring their focus on people’s own experiences 
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(Hammersley, 2002; Larsen & Meged, 2012). Van Maanen (2002) argues that eth-
nographic methods allows the researcher to gain knowledge on how it is to be rather 
than to see the specific phenomena (p. 115). The study of  peoples experiences of  
designed urban greens must therefore be studied in situ, by way of  participant ob-
servation. 
 I practiced this by observing what people were doing, how they did it, and 
how others reacted to this. True to the phenomenological tradition my field notes 
are written while attempting to put my pre-conception and -understanding in 
brackets. Furthermore I recorded people’s movements through space, and what the 
did while moving on maps. This observational data provides the grounds for under-
standing what goes on in the spaces (see for example Low, 2000).
	 I have conducted around 10 participant observations at each site, for pe-
riods between 1 hour and 3 hours, spreading the visiting time across the day and 
the days of  the week. Having spent longer periods of  time in the spaces allowed me 
to feel and observe the daily rhythms of  the places, rhythms that I have docu-
mented on movement maps 39, giving me a picture of  how people actually use 
space.
Interviews
In order to understand how people experience the trickling water Under the Crys-
tal or the smell of  flowers and grass on the High Line Park, informal conversations 
and interviews were conducted. I conducted two types of  interviews. On the one 
hand I would engage with people in spontaneous conversation, for anything be-
tween 20 seconds and 10 minutes. This chit-chatting was part of  the participation 
in space. On the other hand, actual interviews were conducted. I conducted 
roughly 15 interviews at each site, lasting for anything between 5 and 20 minutes. 
 I did not use a question guide as such. Following the abduction-like 
method I wanted to ensure that knowledge was produced in interaction with the 
interviewee rather than by my preconceptions. Therefore, I approached people 
with open ended questions, seen in Figure 1. I would start by asking if  I could in-
terview them about their experience of  the space, and that was part of  my thesis 40. 
When people complied, I would typically tell them briefly about my thesis, and 
then ask them basic opening questions such as (1) Do you come here often? Why 
are you here? Often these questions would get people talking about the place them-
selves. But I would typically ask about their last visit. When was that? Why were 
you here? That would get most people going, but if  not I would ask how they expe-
rience the space. The reason for avoiding the direct question “how do you experi-
ence it” is because it is rather abstract. I wanted people to be able to talk about 
their everyday use of  it, and not what they thought I might want to hear. While the 
informant would explain I would take up on certain words or certain emotions that 
they would express, and ask the informant to elaborate (2). The outcome of  the 
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39 However, I was not able to conduct movement maps of  the High Line Park, due to lack of  time 
while undertaking my studies. As the High Line Park is characterised by being an oblong park, where 
people mostly go, walk, stroll, or just pass through, I decided on focussing on what people do while not 
walking. Therefore, a substantial part of  my observations and interviews were carried out in spaces 
where people would sit and rest, read, write, talk, eat or simply look at the views. This also provided 
easier as an approach to talking to people, as they probably did not feel as if  they could simply say 
“they were in a hurry” and “wouldn't have time for an interview”.
40 My experience was very different in the two spaces. People at the High Line were very welcoming 
and could easily talk for long periods of  time. Americans talked for long periods and were more will-
ing to express their experiences and reflect on these. People Under the Crystal have been less willing 
to be interviewed, and a lot of  them have not had time. A lot of  them were in a hurry, on their way 
somewhere to something. This is probably both due to the different natures of  the spaces, but I also 
assume cultural differences play a role. Also I imagine, that I as researcher have had more the status of 
a tourist in American’s eyes, and a researcher in people at Under the Crystals eyes, making them more 
willing to provide me with the information as “I travelled such a long distance”.
conversations with people bear the main part of  the empirical foundation for un-
derstanding essentially how people experience space. Lastly if  people did not men-
tion the water or green elements, I would ask directly to their perception of  these 
(3).
Figure 1. The first line of  questions (1) would lead directly to the second 
line (2) unless precursory questions were required (…). If  the specific ele-
ments water, plants etc were not taken up I would ask directly to their 
perception of  these (3).
Designer interviews
Interviews with designers have aimed at clarifying the intentions of  the designs and 
challenge the descriptions of  these on the internet, magazines, and periodicals. The 
challenge by interviewing the architect or landscape architect resides in getting 
them to ‘unveil’ the actual intentions of  their design. I tried to construct an inter-
view guide (see disc) that would allow the conversation to centre around thematic 
topics such as the urban space as concept and nature as concept. I would ask how 
they conceived of  these parameters and encourage to use their own designs as ex-
emplification. Just like avoiding to ask the visitors directly about their experiences I 
avoided directly asking about the intention. In stead I tried to “ask around” the in-
tention, by allowing the interviewee to talk about what they do as designers and 
what they have done practically in different designs. This further allowed to talk 
about their self-perceptions and how they understand their work. During the inter-
view I would pick up on certain words and ask the interviewee to describe what he 
or she meant by this particular word. The insight into the designer’s self-perception 
has given me ammunition for analysing how atmosphere, genius loci or immanence 
of  place is formed. I have conducted interviews with a tour guide at Nykredit, Stine 
Pihl, and Project Director at SLA Rasmus Astrup41.
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41 I have not been able to interview any of  the architects from Diller Scofido + Renfro or James Cor-
ner Field operations. However, there seems to be enough written material describing their work, prac-
tice, and artistic/professional self-perceptions, which I have made do with.
Auto-ethnography
The affective understanding of  space cannot simply be “seen” or “observed”. Af-
fects are immanently present ‘in themselves’. Therefore, following Wylie (2005) and 
Samson (2010) I foregrounded my own experiences using my own body. Geogra-
phers have undertaken auto-ethnographic studies in order to understand how bod-
ies and practices are ‘embodied’ in space (see Edensor, 2005, 2007; Larsen, 2014; 
Pinder, 2005). By using their own body and embodied participation the experience 
of  certain spaces is brought forth. This provides not only a knowledge of  the “deep-
felt bodily responses” of  certain environments. It also helps highlight the “affective 
capacities” of  places (Larsen, 2014). That is, how people learn to cope with the af-
fective intensities of  places. 
 So, in order to understand how people learn to cope with the atmos-
phere–the genius loci–I use my own body as the medium or tool for experiencing 
this. I have used my body as a vehicle for understanding how it is to be in the de-
signed urban greens and noted my experiences in field notes. My field notes have 
provided a running commentary of  what happened in space, and how it affected 
me. As Eisenhardt (2002) argues: “field notes are an ongoing stream-of-
consciousness commentary about what is happening in the research involving both 
observation and analysis” (p. 15). Therefore, I have written field notes on site, and 
later in postproduction. As part of  writing field notes, I have taken photographs to 
capture the affects of  space.
Photography
Samson (2010) argues that geographers usually miss out on the aesthetic elements 
and affects of  space. She uses the photograph as a truthful aesthetic representation 
of  spatial affects. Furthermore, she uses photographs as evidence of  the situated 
experience of  ‘the other’ (p. 176). While she labels the photograph an affective 
method in itself  (p. 13), I will use it to encompass immanence and experience.
 Pink (2007) is very critical of  any alluding to the photograph as a truthful 
representation of  spatial experiences. The photograph shows the researcher’s cul-
turally specific way of  seeing, coded with values– just like Cosgrove (1985) argues, 
that any landscape representation is coded with ideologies and values. This point is 
very apparent in both cases. Following footnote 40, the different ways in which 
people reacted to my presence in space, due to practical, cultural and spatial situa-
tions, proved how these places have inscribed several different understandings, that 
cannot simply be represented “truthfully” in a picture. These different understand-
ings and narratives must be brought to the fore, and used reflexively in the re-
searcher’s own production of  visual field notes.
	 Therefore, what I want to promote, is a use of  photographs in research as 
a way of  (1) adding a richer (visual) experience to the written field notes, (2) allow-
ing the researcher to reflexively discover and document the value laden affective 
relations experienced in space, and lastly (3) to provide the analysis with visual data, 
that can be used in post-production as part of  an aesthetic analysis of  space. This 
last point also allowed me to discover new sides to the empirical data, as I examined 
the pictures and were reminded about feelings or sensations that I experienced. 
Hereby, I wish use the photo as representation yet keeping a critical approach to the 
value laden nature of  photographs. This allows me to document some of  the im-
manent values that reside in the design of  the High line Park and Under the Crys-
tal. I have tried to use my manipulative power of  the camera, to produce photo-
graphs that bring out my emotional experiences. As Samson (2010) argues this in-
tent documents the affective aesthetic effects of  place (see also Larsen & Meged, 
2012; Sontag, 1977). So, the photographs are used on the one hand as registrations, 
and on the other as evocative data in crafting an analysis that brings out the sensory 
experience of  space in the reader (see Edensor, 2005, 2007, 2012; Edensor, Chris-
tie, & Lloyd 2008; Spinney 2011)
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Analytic observation
An inevitable part of  being a researcher conducting field studies is – being a re-
searcher. In line with the abduction-like methodology, I argue that it is the privilege 
of  the researcher to constantly interrupt one’s observations with thoughts, ques-
tions, reflections and analyses. It is inevitable that the researcher will ask questions 
related to theory and try to comprehend answers. According to Van Maanen (2002) 
people’s explanations must constantly be assessed critically by the researcher, in or-
der to judge wether the presented data is fact or fiction. The reflexive approach, 
highlights the role of  the researcher as much as the studied object. It underlines 
how the researcher must always meta-reflect upon his or her production of  written, 
recorded and photographed data. Again, this underscores the abduction-like meth-
odology, where knowledge is constantly negotiated, challenged and furthered rela-
tionally.
Summary
I will argue, that participant observation allows me to see what people do in space 
and how they do it, while also allowing me to feel the affective aesthetic effects of  
the designed sensory aspects of  nature on my own body. It allows me to document 
in rich text the indeterminate and varying character of  nature, and to see how oth-
ers react towards it. The intention of  using ethnographic methods is therefore (1) to 
get an understanding of  peoples experiences and (2) to feel the atmosphere and 
aesthetic effects on my own body. Thus, understanding the affective effects of  space. 
I have written field notes replete with rich descriptions of  people’s doings. Further I 
have undertaken more in-depth interviews which have allowed me to describe and 
understand people’s experiences of  their own doings. The combination of  observa-
tion and interview have provided very rich field notes that make up thick descrip-
tions of  the spaces. 
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analysis
the high line park & 
under the crystal
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Analysis
This chapter will present the analysis of  the empirical data. First, I will make an 
argument for the composition of  the analysis. The analytic strategy clarifies how the 
empirical data has been structured according to the theoretical concepts. For way of 
clarity, a table structures the data according to source, and theoretical category. The 
following two sections make out the actual analysis of  the High Line Park and Under 
the Crystal respectively. The main findings are briefly presented in the Summary.
Strategy
Gherardi & Turner (2002) argue that the goal of  categorising data is not merely to 
make up a ‘shopping list’ of  what was noticed during field studies. Rather, the aim 
is to present an accounted series of  encounters structured to alert the reader to a 
new order – seeing new connections and new aspects of  the phenomenon (p. 91). 
The abduction-like methodology has resulted in categories being relationally 
formed and modulated during field studies in postproduction and analysis.
	 The theoretical categories are seen schematised in Table 2 along the hori-
zontal line (Nature, Landscape, Perception, Sensation, Atmosphere, Affect, Produc-
tivity). These categories are not only constructed to organise the vast amounts of  
data. They have made out my theoretical pre-understanding that have influenced 
what I observed during studies and how I treated it in analysis. As Eisenhardt 
(2002) argues, the researcher will always have a priori constructs that blur the lines 
between observation and analysis. In analogy Gherardi & Turner (2002) so cor-
rectly point out, that crafting the analysis is like painting a picture: 
“the painting of  plants, animals and landscapes may be based upon many detailed studies and 
sketches from nature, these form no more than a preparatory stage in the work. The final 
painting is made from memory, in the studio” (p. 93).
A point which adheres with Merleau-Ponty’s (1995) argument that we cannot con-
ceive anything which is not perceptible. We cannot know something that we have 
not experienced before and therefore is part of  our memory. In the task of  discover-
ing new insights we cannot invent new experiences. We must instead analytically 
wrap these experiences in new packagings (Gherardi & Turner, 2002, pp. 97). What 
is meant by this is the structure and categorical indexing of  the data, that allow us 
to create an overview while discovering novel insights.
	 Therefore the data is divided into the main categories of  Designed intentions 
and Field Work (see Table 2. vertically). This division underlines the differences be-
tween the intention and the actual experienced and lived effects. These actual lived 
effects are divided into sources: Interviews, Observations, and Auto-ethnography. Distin-
guishing between intention and effect could tempt the reader into crafting a com-
parative analysis. This is not the intention. The point of  the analysis, is to discover 
novel understandings of  the double-sidedness of  experiencing designed urban 
greens. 
	 Therefore, three analytical divisions are made, that encompass the 
double-sidedness and allows to study the data by thematic explorations. The ana-
lytical division is: Landscape and Nature, Experience & Immanence, and Refrains. The 
three main analytical categories serve to structure the analysis. The schematised 
presentation of  the data aims to clarify wherefrom the different results stem. It is 
the aim that Table 2 will provide the reader with a transparent overview of  how my 
conclusions are made throughout the analysis. In this way it is the aim to structure 
the different explanations, experiences, conceptions, and perceptions that occur in 
data, and overlap in analyses. 
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The High Line Park
79
80
Tended wilderness
Corner’s (2006) terra fluxus version of  landscape urbanism attempts at creat-
ing a balanced ecology between urban and natural processes (p. 31). The redes-
ign of  the High Line Park “is not erasure, and it is not preservation, it is 
really transformation” (Corner quoted in Hustwits, 2011, 30:33). He stresses  
that the design is not conceived as a fixed entity, and envisioned determinis-
tically. The landscape becomes a processual transformation that is created in 
the interaction between the “natural” and the “unnatural”. This logic is 
what Hauxner (2011) highlights as exemplar of  transplanted nature. When 
pieces of  wild nature are cut out of  the landscape and put into the urban 
setting it creates an all together new aesthetic language. The High Line Park 
is not transplanted as such, but rather inspired by the form and wilderness 
that took root. The wild growing plants are ordered in a state of  irregularity. 
The metal structures and reminiscences of  freight trains are staged and oxi-
dise together with the foliage and spring season. Nature and culture follow 
each other in a symbiotic ecology. Staging wild nature in the flowerbeds 
(photo 7), grass (photo 10) or ornamental grasses (photo 11) creates a varied 
landscape of  surprises. A staged diversity of  what naturally grew on the 
High Line prior to the re-design. Hauxner (2011) sees this as analogous to 
staging or mirroring the cultural diversity in a museum. To get an idea of  
how I experienced the staging of  wild nature the following excerpt from my 
auto-ethnographic field notes presents my impressions: 
“the luxuriousness of  the wild growing nature is especially prevalent in the Southern entrance 
at Gansevoort Street. The wildly growing plants hang over the edges and seem  to be given a 
prime position, and are allowed to just grow naturally, which apparently means everywhere … 
making the High Line seem like a huge garden floating in open space, makes it feel like we’re 
slowly being lured into an over-world of  magical  mystery and celestial divinity. I certainly feel 
this, and I try to take photographs that accentuate this feeling.” (Field notes, Wednesday, Oc-
tober 3rd, 3pm, 2012).
“When I walk around on the Southern part of  the High Line, where there is a kind of  forest 
lying there, wildly overgrown, I am fondly reminded of  the hiking trips through Swedish birch 
woods and wet areas in forests. It is astonishing how much it resembles  this type of  forest, yet 
still looks far more polished that the real deal would ever be.” (Field notes, Wednesday, Octo-
ber 3rd, 3pm, 2012).
As the first quote underlines, I certainly did feel the otherworldly experience luring 
me up to an over-world. I could not help recalling the narrative I had read on Diller  
Scofido + Renfro’s webpage. I simply felt drawn towards the High Line, one of  the 
reasons being the plants and greens that pour luxuriantly over the edges of  the 
metal frame. This is sensed on photographs 7, 8 and 9. It is a surprising sight that 
you won’t find in many cities. I was “astonished” and recalled experiences from e.g. 
forests in Sweden. With reference to Adorno’s (1984) piles of  scrap, I was conscious 
about the design only seeming to be wild. I found it a Tended wilderness. The staging 
and nurturing of  a tended “wild” look, is illustrated on Photograph 10 and sensed 
in my field notes:
“passing through the second stretch of  forest, I come across a gardener, a so called ‘Friend of  
the High Line’. She is very carefully cutting some of  the wild grass that is growing over the 
path with a pair of  scissors, leaf  by leaf, straw by straw, collecting them in bundles, that almost 
look like something you would buy at an Asian grocery … The gardener is designing a staged 
wilderness, the idealised imitation of  a wanted nature.  Again, accentuating the museum-like 
character of  this place. Nothing is left to chance, nothing is accidental. Everything is con-
trolled down to the very last blade of  grass” (Field notes, Wednesday, October 3rd, 3pm, 
2012).
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Photograph 7. The High Line Park at the Southern entrance on Gansevoort Street, facing  North. There is an in-
teresting connection between the colours that change due to foliage and due to blossom respectively. Here, we see how 
the reds of  foliage are accompanied by the purple of  blossom – exemplar of  how plants, due to aesthetic qualities, are 
staged on the High Line Park. 
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Photograph 8. The High Line Park seen from Washington Street at the Southern entrance, facing South West. Six 
years after its opening, the plants have been allowed to grow over  the edges.
Photograph 9. The deck at the entrance on 14th street (the second ‘main’ entrance) is often quite filled with people, 
and displays a very rich herbaceous fauna cushioning the deck.
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Photograph 10. On the stretch between West 21st and West 22nd Streets I encountered this gardener, sitting at the 
edge of  the bed, carefully trimming the edges of  the grasses pushing their way onto the path.
The quote includes  my interpretation as a researcher. I feel that “the gardener is 
designing a staged wilderness”. As a volunteer revealed, her task was to “take care 
of  the weeds, and help to make it look nice” (Thursday, October 25th, 10am, 
2012). It is not a question of  letting weeds and plants that “naturally” take root gain 
primacy. It is a task of  ensuring the growth of  plants that have been chosen by the 
landscape architect. What I am experiencing is an atmosphere analogous to a mu-
seum – but this is not a negative experience. It is simply an experience of  the aes-
thetic form of  landscape architecture that as Hauxner (2011) argues reflects who or 
what we–the culture–are. The pleasure or amusement of  experiencing the aesthetic 
form of  the High Line Park is therefore not just, in my case, a question of  surface 
aesthetics. I was reminded of  the real thing and found great pleasure and astonish-
ment in this.
Experiences
The auto-ethnographic notes give the reader an impression of  how I experienced 
the wilderness on the High Line Park. To complement my personal experiences I 
questioned people about their experience of  the park. People unanimously re-
sponded in very positive terms. It makes sense, that the people who chose to come 
to a place, respond positively when questioned about it:
“The High Line was just one of  the top 5 architectures I was told to visit, and I guess it just 
sounds weird and unusual to have a park on an old track. And it is free, so as a traveller it is a 
good thing to see” (English tourist, Wednesday, November 15th, 3.30pm, 2012)
“I am visiting my daughter who lives here from Utah. I have been here on the High Line al-
ready 4 or 5 times. I first heard of  it on the Radio, on IBR I think, and I thought it was a 
dumb idea, you know, to get people to walk up stairs and then walk up on this elevated plat-
form, so I went to see it and I just loved it, I love it” (American from Utah, Wednesday, No-
vember 15th, 3.30pm, 2012)
“I’ve never been here and was told to go by a friend. I’m not from New York, so I just wanted 
to see what it was really. But it looks cool, I like it.” (Couple, Wednesday, October 10th, 
4.30pm, 2012)
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It makes sense that everyone I interviewed, like myself, had heard about it in media 
or from friends, but it is not self-evident that everyone would respond in “amaze-
ment”, that they would “love it”, and “like it”. It was quite surprising to me, that no 
one responded negatively or criticised the design. When I questioned people about 
this exceedingly positive experience, they highlighted the pleasure of  the butterfly 
in bottle effect. The pleasure of  seeing something wild in a container or controlled 
setting: 
“To me it is interesting to see all the plants and how they have put them in groups. They grew 
on the High Line before, and they have placed them in beds so I can see that they are planted 
there, and I like it.” (German  tourists, Wednesday, October 10th, 4.30pm, 2012)
“Compared to Central Park it’s a mannered place, but even though it is designed you kind of  
get the feeling that you are seeing the hand of  god, the hand of  nature. I lived in the Meat 
Packing District when I lived here in New York so I’m attached to it.” (Gay couple from Mas-
sachusetts, Wednesday, October 10th, 4.30pm, 2012).
The German tourist is a landscape architect from Berlin, and therefore took an 
immediate appeal to the craftsmanship in the design. She stresses her personal ap-
peal to the arrangements of  plants in beds, and how this arrangement is related to 
the historical sensitivity and interpretation of  the former wilderness. The other in-
formant is well aware it is a mannered place; that it looks like nature in a divine state 
of  natural beauty. The thing with transplanted nature is that it seeks to look like 
something that could actually rest in nature. A point that is underscored by the in-
formants’ experiences. Therefore, the visitor’s appreciation and my own is found in 
the aesthetic appreciation, but it is not totally limited to mere aesthetics. Lets take a 
look at the different aspects.
The naturalness of (un)natural nature
As noted earlier material contrasts are used to accentuate our embodied movement 
between sensory states. However, these contrasts and sensory transitions can also be 
used to merely accentuate the aesthetics of  the landscape, maximising our changing 
visual sensations. A point which several informants point out:
“I like it just because it’s a mix. Also, there is a beautiful view of  the water especially at sunset. 
It’s just beautiful. (Gay couple from Massachusetts, Wednesday, October 10th, 4.30pm, 2012).
“I live here but have never been to the High Line. It’s very cool, very nice. There is a lot of  
green mixed with the different buildings and stuff, so that’s very cool. It’s just so different.” 
(local couple, Wednesday, October 10th, 4.30pm, 2012).
“The derelict buildings are just beautiful to look at, and the colours over there [points at the 
play of  colours in the leaves that in foliage make at a palette of  yellows, reds and oranges], and 
it just contrasts, I guess, the rundown buildings and the graffiti here and there. I like it when 
you get these contrasts between buildings and colours as the park gives.
What is it about the autumn colours?
I don’t know how to explain it really, I just like it, I just like the colours, they are beautiful, the 
yellows oranges and reds. So I wanted to avoid just going to a pub and sitting there all day 
getting drunk, then here I can experience a bit of  culture instead. And get my diary done” 
(English tourist, Wednesday, November 15th, 3.30pm, 2012).
The mixture and composition of  transplanted patches of  nature creates a sensory, 
stimulating landscape that is “cool”, “different” and “beautiful”. Here categories as 
real or unreal are superfluous. It is the aesthetic, material and sensory contrasts that 
the design poses itself  that is experienced and people “just like”. Hauxner (2011) 
describes this mixture with the analogy of  instruction of  a new atmosphere on a 
stage. Just like setting a scene all the props are arranged for a new play (p. 160). 
Corner’s intent of  amplifying and accentuating the charm of  the place is partly 
construed through these contrasts. The last quote reveals how the pleasure of  view-
ing the surrounding environment is more “productive” than sitting in a bar. The 
aesthetic pleasure provides an antidote to the infidel temptations of  city life. Conse-
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quently, the design provides the medium for engaging with nature and the sur-
rounding environment. This is supported by the first quote as the park enables  ex-
periencing sunsets over the Hudson. The High Line Park therefore brings its visi-
tors closer to nature, and the city:
“this park is just part of  the city, not like Central Park that is separate from the city, you  know, 
when you go there, you go to the park, it’s not like that here, all the plants are natural plants 
here, some of  them wouldn't grow by themselves , but they were introduced by the trains that 
drove in and out transporting seeds from around the US. So even though it is because of  man 
and culture, the nature here is just somehow more natural, more a part of  the city.” (American 
from Utah, Wednesday, November 15th, 3.30pm, 2012)
This informant experienced the High Line Park as an integral part of  the city. Be-
ing an architect and very knowledgeable about the history of  the High Line, he 
experienced the park as more “natural” than Central Park, even though, it is much 
younger and maybe even more designed. Nature mirrors cultural patterns and 
traces that makes him explain how the High Line Park is not a place you go to in 
order to escape the city. You do not “go to the park, it’s not like that here”. Rather 
the High Line Park is a place you are. Hereby, we can identify the landscape design 
as staging the illusion of  nature: the unnatural naturalness of  the High Line.
Cultural habituation, routine and memory
Spending extended periods of  time at the High Line Park, I experienced the visual, 
visceral and olfactory qualities of  the tended wilderness. Experiences that ignited 
past memories. The ambience of  the place made me connect to other places in 
time:
“It suddenly hits me, that the smell of  slightly decomposed grass on this Northern strip is very 
dominant. The smell remind me of  trips through the wet areas of  the forests where I grew up. 
It’s a weird smell, very dominant, and actually not totally pleasant. I can’t make out where I 
have experienced it exactly, and what it is. It definitely is something I have smelled in the forest 
where I grew up, but what exactly I can’t make out …It might be weird and not actually 
pleasant, but it isn’t disturbing, it’s just totally different, and not what I expected in such a 
place as Manhattan – very surprising” (Field notes, Sunday, September 23rd, 2pm, 2012).
" these bollard like lighting fixtures with a perforated  surface, glitter when you move. It re-
minds me a bit of  fireflies, as I saw them a couple of  years ago in Madison Square Garden, 
glimmering in the darker areas of  the park. Your eyes catch a glimpse of  glare from the lights 
every now and then as you pass through. It seems very unstructured, making the lights 
sparkle."  (Field notes, Sunday, December 1st, 6pm, 2012)
The sensory activation surprises me. In searching for meaning I am reminded of  
my home and another park. But I also experienced a load of  other sensations:
“As I move from the forest in the Southern part northwards the smell of  Japanese cuisine 
makes my stomach twirl. Simultaneously, I can hear a group of  chatting people pass by talking 
some Asian language that sounds Japanese to me, however I’m not sure. Also, a man is sitting 
in the underpass of  the second building playing what sounds like an indigenous oriental harp-
guitar. As I can’t smell the Japanese cuisine any more it is taken over by the smell of  Italian 
cuisine, pizza maybe …The smells, however, soon mix with the smell of  coffee and ice-cream 
from the vendors in front of  the kitchen” (Field notes, Saturday, September 21st, 7pm, 2012) 
These sensations are not related to the landscape design. They make up compo-
nents of  the situation. A sensory situation other people also experienced:
“I like it. I love that it’s stuff  indigenous to the city. It seems like what would just pop up if  all 
humankind were to die tomorrow. And some of  the areas reminds me of  the fields where I 
grew up in the Midwest.” (Gay couple from Massachusetts, Wednesday, October 10th, 
4.30pm, 2012).
“It’s really a very unique concept as its part of  the street, but not a street. It’s like most Euro-
pean pedestrian areas where you can walk around and enjoy nature.” (American from Utah, 
Wednesday, November 15th, 3.30pm, 2012) 
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Photograph 11. A view of  the grass fields, reminding one of  the informants of  fields in the Midwest. 
“I guess it is because it is useful, it’s not.. [struggles for words] how do you say, we have a word 
in German, ‘unbrauch’, which means not useful, and here it is just beautiful. What I also like 
is that you can see that it was once an industrial site, with the railways that are maintained. I 
come from a former industrial area in Germany where there was a lot of  coal mining and they 
87
have done something like this but I think they should do more, like this.” (German tourists, 
Wednesday, October 10th, 4.30pm, 2012)
“It’s interesting I think, how instead of  discarding all the old stuff   in the city, it’s being reused. 
And I like this notion of   re-use. It’s about being faithful to history and commemorating the 
past. To me this is very, very urban. In my country, Denmark, they are not faithful to old struc-
tures.” (Danish photographer, Wednesday, October 10th, 4.30pm, 2012)
The way nature has been modelled to look like small patches of  “indigenous na-
ture” – the fields of  the Midwest, the streets of  European cities, the Swedish birch 
forests, or the industrial legacy that is so prevalent in Germany and apparently not 
commemorated in Denmark – reveals some of  the agent-oriented capacities of  the 
design. How people sense it, and what they relate it to is not important. The point 
is that the sensation makes us remember and include our lifeworld, home or a place 
of  remembrance into the situation. It becomes as Thrift (2009) argues “thought in 
action” where memory and sensation mull the borders between consciousness and 
unconsciousness. It creates an atmosphere that activates and is activated by con-
stantly changing sensory experiences. Therefore, we can argue that the sensation of 
space transcends the mere aesthetic appreciation. In sensing the space people are 
constantly reminded and hereby recall the feelings from other spaces.
Control
A central aspect of  the wilderness on the High Line Park is the tending of  it. Not 
only the growth of  plants but the social activities and practices in the park as well. 
The wilderness is not only tended to give it formal shape by cutting and trimming 
the edges. It is also fenced off  from the hands of  the public. The separation of  
plants, beds and green from paths and ultimately humans is ensured by way of  
fencing and signage. Everyone is made aware that in order to enjoy all these lovely 
plants, we must protect them by staying away from them. 
 A rather interesting shift has taken place as the signage has been changed. 
As photographs 12 and 13 demonstrate, signs are set up to keep people from tram-
pling on  the beds. The sign reading “Keep it wild - Keep on the path” was set up 
in 2009 underscoring the intention of  creating a wilderness where visitors are co-
creators. However, the signs I encountered in the fall of  2012 all read “Protect the 
plants - Stay on the path”. The signs must have been changed at some point42. The 
change of  tone, appealing to peoples’ morale of  partaking in protection rather than 
co-creation of  wilderness is significant. A pictogram of  a crossed-out shoe treading 
on a plant, adds to an impression of  a clearer  message rather than simply “keeping 
it wild”. The following gives an impression of  how I experienced the signage:
“All the green areas are demarcated from the stone paths with subtle fencing where a potential 
entry into or interaction between the human and the green might take place. Supplementary 
to the subtle fencing, less subtle signs are placed in the flower beds … Again somewhat akin to 
the museum we are reminded that this place is for seeing at a distance, observing and viewing, 
not for touching” (Friday, September 21st, 19pm, 2012)
As the quote explains, what I experienced was the feeling of  being in a museum. 
But while Hauxner’s notion of  transplanted nature as museum is meant to be cre-
ated in the folding of  nature and culture, I experience this folding as creating dis-
tance. Everything is to be looked at, smelled at a distance but never engaged with 
viscerally. So, the aesthetic appreciation is seemingly transcended, but the sensory 
experiences are limited. The question is whether  the High Line Park is actually a 
place for people to be, or just to see. On photos 14-16 I have tried to illustrate the 
fencing placed along the beds. My impression is that the level of  reflection expected 
from the visitor is downgraded. The museum-like character of  the place is intensi-
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42 I am not sure when this change was instigated or the reason why. By searching the internet for pic-
tures of  the sign with the text “Keep it wild” only date back to sometime between 2009 and 2010. 
The signs saying “Protect the plants” go back to sometime in 2010. Therefore, I assume they were 
changed sometime in 2010.
Photograph 12. The sign saying “Keep it wild - Keep on the path” that originally was set up, at the park launch in 
2009 has sometime in 2010 been replaced with the sign as shown on Photograph 13. Courtesy of  Jesper Pagh.
Photograph 13. The signs that were present during field studies in the autumn and winter months of  2012. The 
change sign reads “Protect the plants - Stay on the path”.
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Photograph 14. The lawn just South of  the 23rd Street entrance was “closed for restoration” from I arrived in 
August to October. It was closed one week after due to the hurricane Sandy.
    
Photograph 15, 16. The photo on the left illustrates how the path is guarded by low fencing, ensuring the cracks 
are unhindered. The photo on the right illustrates how the same fencing is set up, at a viewpoint at the Southern part 
overlooking the Meat Packing Area. 
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fied. A ‘control feeling’ hinders any interaction. Adding to my personal experiences 
and interpretations, I observed other people telling each other to “behave”, and I 
partook in this:
“A kid comes running, and crawls almost over my feet, under the ‘fence’ and hides behind a 
bench and a large lump of  wild grass. A bigger child comes and tells him he can’t be there. He 
seems rather aggravated but also understanding. He knew very well he had it coming. He gets 
up onto the path and runs off  again.” (Field notes, Sunday, November 24th, 7pm, 2012)
“He [a boy] jumps up, onto the bench and sets off, into the air, catapulted from the backrest. 
The bench seems very solid and only vibrates a bit beneath him as he lands on the concrete 
with a thump. He is immediately told by my mother not to do stuff  like that and to show cour-
tesy  and treat the furniture with respect. I don't know why, but I start telling the story about 
surveillance and security guards on the High Line Park fining bikers for taking their bikes on 
the High Line: it’s for pedestrians!“ (Field notes, Tuesday, September 25th, 1pm, 2012)
The situations of  people’s self-imposed social control clearly contrasts the intention 
of  making “the public … meander in unscripted ways”43 while “interpreting the 
encroachments of  nature” (Davidson, 2007:129). The public has access to the key-
hole and can peep into another world like Sternfeld. However, it is a distanciated 
experience I am getting – an almost arrogant experience that reduces me from  visi-
tor to mere spectator. The public can only meander on the path, which is very deli-
cately scripted and controlled. Further the public are no longer invited to co-create 
the wilderness by keeping it wild, they are requested to protect instead. Just like the 
delicate encroachments of  nature are in fact predefined: the grass needs to grow 
through the cracks between the concrete, so please keep out of  this part. You can 
hardly call that encroachment.
Summary
Having compiled the different empirical data, the atmosphere of  the High Line 
Park clearly affects people who occupy the space. But it is paradoxical in the way 
that I felt drawn to the place, but also distanciated. Likewise people were knowl-
edgeable about the unnaturalness of  the design and found this very pleasing. It is 
the pleasure of  tended wilderness that in this case was ignited at a distance. The 
surprising discovery is that no one has anything negative to say about it. The over-
whelming experience people express actualises the otherworldly discourse. As most 
people knew about it before hand, the space is pre-actualised before visitors actually 
come. The High Line Park exists immaterially, sensorily, imaginary and in memory 
prior to any visit anyone might have. It is an assemblage-like structure, affecting 
people, and ultimately how they perform the place when they arrive.
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43 http://www.dsrny.com
Vistas
The High Line Park is placed floating in midair, demanding an effort from the user 
to climb  the stairs. Physically one has to climb the steps, and mentally move from 
one world to another: the “otherworldly space”44. The two worlds are therefore 
separate, but connected. The threshold plays a very important role in setting the 
tone for how these two worlds overlap, and how we as users are to experience the 
transition from one world into the other; from the street to the park. 
The couple on photograph 17 that climb the stairs from the street with their backs 
turned towards us seem guided by the light at the top of  the stairs illuminating the 
other man turning the corner as he descends it. In order to get to the High Line 
Park you go through the shadow created by the construction, towards the light shin-
ing upon the High Line. This is how I experienced it:
“As the entrance is literally in the shadows of  the High Line, the light there seems to accentu-
ate that we’re moving upwards towards the over-world. Again the way nature has been given 
place to grow everywhere, making the High Line seem like a huge garden floating in midair in 
open space, makes it feel like we are slowly being lured into an over-world of  magical mystery 
and celestial divinity. I certainly feel this, and I try to take Photographs that accentuates this 
feeling.” (Wednesday, October 3rd, 3pm, 2012).
On photographs 18 and19 I have tried to capture the feeling of  finding yourself  in 
the shadow of  the construct, with this hole of  light above you, luring you towards 
the summit. The wilderness above, pouring over the edges, highlights the contrast 
between the two environments, accentuating the transition. Some of  the visitors 
also noted the change of  level as significant:
“I mean it’s such a success the way that the level allows you to view the city, you know how 
often do you get to see the city in this way?” (Local woman, Thursday, October 25th, 10am, 
2012)
Photograph 17. The entrance on West 14th street can be seen from afar, and therefore provides a central entrance. 
The entrance faces  East, then makes a bend, Northward, ensuring you arrive at the High Line in the direction the 
human traffic is passing. 
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44 http://www.dsrny.com
Photograph 18. The photo is taken at the entrance on West 23rd Street having ascended the first climb and turned 
right, facing the last climb.
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Photograph 19. The main entrance on Gansevoort Street is straight without a bend as the others. It’s divided up 
into 3 climbs separated by 2 plateaus. This makes it difficult to get the view as shown on the photograph when on the 
street. You have to climb the first steps and reach the first plateau to see it.
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“You get out of  traffic, you are free from the stress, you can see the city from above and that is 
unusual, and it is unusually accessible. So, you are not dealing with traffic up here, up here we 
can stop and look, yeah dwell at details that catch our eye, we can look down at the details.” 
(American from Utah, Wednesday, November 15th, 3.30pm, 2012)
The first quote underlines how you are “allowed” to see the city in “another way”, 
underlining another experience than on the street. The second quote accentuates 
how he enters a space free of  “stress” and “traffic”. This experience underscores 
the “Alice in Wonderland experience”45 of  “suddenly being in another world”46. 
The change in physical level therefore accommodates another way of  seeing, and 
feeling. 
Staging and Self-staging
As part of  this elevation above street level, vistas over the cityscape have been in-
structed. Samson (2010) argues how the High Line Park has been designed in sec-
tions inducing a certain performative aesthetic, that as scenes stage the city-vistas. 
This notion of  staging the vistas is seen on photographs 20-24, and also apparent in 
the following quotes:
“It is an interesting example of  … providing new views of  the city. It is actually more impress-
ing because of  these views, I read about the High Line Park before and the design of  it, but I 
didn’t expect these views” (German tourists, Wednesday, October 10th, 4.30pm, 2012).
“I read about it somewhere, and it just has all these great views of  the city and  it’s close to 
Times Square, where the Reuter’s office is. I’ve never seen such New York-cityscapes. Only 
when on the marathon and you cross bridges or so, you get these views over the city. But yeah 
it’s a really interesting having these shows at vantage points instead  of  in studios, that’s not too 
cool, but I think this is really cool right!?” (Reuters TV producer, Thursday, October 25th, 
10am, 2012)
Photograph 20. One of  the main and very obvious stagings? of  the “Kodak moment” on West 26th. 
95
45 http://www.youtube.com/watch?v=lNzr7g8FQgk 
46 http://vimeo.com/25597979 
Photograph 21. A less spectacular but still orchestrated viewpoint overlooking West 24th Street.
Photograph 22. When entering on14th Street, this view frames the tableau of  the Hudson River to the West. Peo-
ple have arranged the movable chairs in a row facing the Hudson.
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Photograph 23. When passing West 25th Street this view almost pops up squeezed between two buildings. A lot of  
people took pictures of  this particular view, illustrated on the photograph 24.
Photograph 24. The same view on West 25th Street but with the always present hoards of  photographers.
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“I also like it because you get to see and get around the city in a new way, literally. Because, 
you are walking above the city, and the way they intentionally created these spaces where you 
go towards these viewpoints. The architect is directing these tableaus of  the city. And if  we 
were walking down there [pointing towards the street below] we wouldn’t get to see any of  
this, and wouldn’t notice these new views on the city. That’s a great advantage. “(Gay couple 
from Massachusetts, Wednesday, October 10th, 4.30pm, 2012).
The first informant was not fully aware of  the views beforehand, whereas the sec-
ond had read exactly about this. The question is whether this experience is made 
possible by way of  design or simply resides in the fact that the park is elevated. The 
last quote highlights how you are drawn towards these viewpoints. As part of  the 
orchestration of  tableaus, Diller Scofido + Renfro have very intentionally used the 
stage as metaphor in describing the design concept. This theatrical element is pre-
sented in people’s experiences:
“No, it’s not functional, rather it’s because of  the aesthetic values … And let’s be honest, I like 
looking at peoples apartments, and they are on the view, no one really bothers, I mean if  you 
buy an apartment here you want people to see.” (Local woman, Thursday, October 25th, 
10am, 2012)
“Well, to be able to talk together, but also to look at people. And here, there are a lot of  tour-
ists that dress nice. I mean, there is water over there, the sun is setting, all the people, so you 
can discuss all that. And there are obviously a lot of  photographers.” (Afro American Couple, 
Wednesday, October 10th, 4.30pm, 2012)
An obvious part of  orchestrating views of  the city is creating spaces for seeing the 
city-vistas, but also other people. Both informants note that they find an interest in 
the “aesthetic values”: looking at other people and their clothes. It is a highly aes-
theticised practice they are describing. A visual play that “no one really bothers” 
with and allows you to “talk about”. They do not mention that they want to be seen 
themselves s, but are highly aware that it is an aestheticised space, where people 
come to look at others. The self-staging element and the aesthetic value of  the 
space underscore the museum- like experience I described earlier. It is a place for 
visual pleasure. Yet, no one mentioned feeling monitored or uncomfortable. In fact 
this visual distanciated engagement with the design and other people is part of  the 
atmosphere of  the space. The informants enjoy it. This atmosphere is best illus-
trated by a presentation of  Quiet backs.
Quiet Backs
The notion of  quiet backs runs parallel to the paradox of  feeling drawn towards 
the wild nature, but being hindered in engaging with it. The vistas and aestheticised 
surfaces where you are always on display likewise pose a contradiction to being 
freed from the stress of  the city. This contradiction is evident in the way people use 
the numerous small nooks and alcoves that are designed on the High Line Park. As 
the photographs 25-28 show, people sit alone on the benches, reading books, writ-
ing their diaries, or look at their smartphones or tablets. In support of  this, a Swed-
ish couple noted how the High Line Park feels like a backyard:
“I think it’s nice. You sort of  come behind the buildings and the city, it’s almost like a back-
yard, you come behind the buildings and apartments” (Swedish tourists, Thursday, October 
25th, 10am, 2012)
Referring to the “back” and “behind” of  a building implies that the atmosphere is 
different to the “front”. The backyard experience “really feels like this is where New 
Yorkers live, it really feels like New York” (Swedish tourists, Thursday, October 
25th, 10am, 2012). The displaying of  people’s everyday lives is illustrated on photos  
25-30. Again, there is an element of  self-staging. Doing your private, intimate, per-
sonal or romantic everyday practices is part of  an aesthetic self-staging. But a self-
staging that people seem to feel is relaxing. 
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Photograph 25. This bench is placed near the Gansevoort Street entrance, facing East overlooking the Meat Pack-
ing district.
Photograph 26, 27. These benches are both placed on the section between West 25th and 26th Streets and would 
often be occupied by people busy with a book, diary, phone or tablet.
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Photograph 28. When arriving at the entrance on West 23rd Street, these benches are straight ahead.
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Photograph 29. On the most Northern stretch, this couple took a “couple photo” together creating a rather inti-
mately romantic atmosphere around them.
Photograph 30. Another couple wandering in each other’s arms adds to the intimately romantic atmosphere of  the 
space.
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Summary
The experience of  the High Line Park is inseparable from the visual experience of  
the city. The views and vistas are staged as part of  the design, and constantly per-
formed by the visitors. People highlighted the pleasure of  seeing other people, and 
especially the aesthetically pleasing surfaces of  other people’s clothes and apart-
ments. People practice private and intimate everyday activities in this highly visual 
and visible space. Therefore an interesting contradiction resides between the visual 
aestheticisation of  surfaces, and intimate practices. A relation that reinforces one 
another, as the intimate private everyday practices become part of  the self-staging. 
How this relation can be restorative or productive will be discussed in the following.
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Meditation as relaxation
I got very few rejections from people for interviews. Almost everyone wanted to talk 
about their experiences. A social attitude also noticed by an informant:
”I think that the way they have re-used nature makes people connect with each other more, 
people are more relaxed and open towards each other. Just open minds really.” (Afro Ameri-
can Couple, Wednesday, October 10th, 4.30pm, 2012)
Despite the causal explanation, the informant observes, how the design makes peo-
ple more open towards each other. A point also presented within environmental 
psychology, as it is assumed that being exposed to nature makes people develop 
more empathetic attitudes towards nature and ultimately people (see Frantz et al., 
2005, p. 428). However, this openness could also be explained by the fact that visi-
tors are exposed to a lot of  people, as seen on photos 31 and 32. Furthermore, a 
large number  seem to be tourists who might be more willing to engage with peo-
ple47. Photo 32 illustrates how you have to negotiate with bodies and queue up just 
to move forward. At times it seems like an ordinary street, crowded, congested, de-
manding an alert attitude:
“But you know every time I come up here, I don’t forget about the crowds but I tell myself  
sort of  ‘why did you come you know it’s like this’, and don’t misunderstand me people up here 
are sooo irritating, they stop up and stand and chat so you can’t get by or move at such a slow 
pace. Not that I only think about getting from A to B, but I like to move along right!? So, I just 
tell myself  to deal with it, and it is nice.” (Local woman, Thursday, October 25th, 10am, 2012)
The informant makes the analogy of  the street, and acknowledges the crowds, tell-
ing herself  to deal with it. She places the ‘responsibility’ on her own shoulders, tell-
ing herself, that in order to be here, I must learn to shut out any distracting ele-
ments. As I experienced it, you are constantly overwhelmed by sensory stimulations 
and constantly confronted with the changing landscape and hoards of  people, de-
manding of  you to develop a rather advanced blassé attitude. Therefore, it could be 
questioned whether, as an unaccounted bi-product the popularity of  the design has 
forced the ‘responsibility’ of  creating the “otherworldly” and restoring experience 
on to the individual subject. Rather than residing immanently in the space it is re-
quired that the visitor makes the effort to “learn to be affected” (cf. Degen, Rose, 
and Basdas, 2010). But it is not just the meditative practice required by the visitor 
that gives an experience of  relaxation. As one informant explains:
“It’s such a nice way to decompress after work. I find it very soothing to be around the plants, 
even though they are dying now [laughs] still it really nice to be here and it’s so unusual to be 
around plants and green in the city, and especially here in New York. And you know I just 
don’t like negotiation with cars and or cyclists – I do support cyclists, sure but they are just soo 
territorial and up here I don’t have to deal with any of  that” (Local woman, Thursday, Octo-
ber 25th, 10am, 2012)
What this quote tells us is that being around plants creates a soothing environment, 
even though they are dying out vanishing, and presumably losing  their soothing 
effect. Therefore, there is a very identifiable overlap between practicing relaxation 
and meditation and the material of  nature bringing out this feeling in our body. 
The soothing qualities of  plants is also noted by Francis and Hester (1992), as they 
argue that “the elements of  the garden–earth, water, plants, sun and wind –can 
heal and nurture us with restorative energies” (p. 17). Not just the plants, but the 
weather, the sun that touches our senses with immediacy, somehow create a poten-
tially soothing environment. The aspect of  time also plays a central role in the crea-
tion of  a soothing environment providing a break: 
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47 The High Line Park had 4.4 million visitors in 2012 (that is 12.000 a day) 
(http://well.blogs.nytimes.com/2013/04/02/the-roving-runner-elevating-the-jog/). A quite alarming 
number, if  we compare to Central Park’s 37.5 million visitors, taken into consideration that the High 
Line only makes out 1/212 the size of  Central Park (http://en.wikipedia.org/wiki/Central_Park).
Photograph 31. The view of  the High Line stretching South, from the intersection of  West 26th Street.
104
“Also, the crowds on the streets have a mission, they move fast and determined through the 
street whereas up here everybody walks slowly. It’s a park you know. So, the speed is reduced 
and I just find it restorative and peaceful. You know the movement or the pace is a break in 
itself. It’s nice. People here starve for breaks [she laughs and quickly gets up and leaves]” (Lo-
cal woman, Thursday, October 25th, 10am, 2012)
The fact that it is a park, makes the movement slower, reduces the peace of  the pe-
destrians, leaving an impression of  having a break. This underscores Thrift’s (2009) 
idea of  ‘garden time’, meaning the evolutionary aspect of  the garden which resides 
immanent within its perpetual shifting and changing (p. 121). The timely organisa-
tion that is induced by the urban clock (Amin  Thrift, 2002, p. 96) is challenged by 
nature, and therefore on the High Line, very visibly induces another sense of  time. 
Existential refrains
The words used when informants explaining their experience of  the High 
Line are mostly positive such as “joy”, “happiness”, “pleasure”, “niceness”. 
Others noted the “soothing”, “restorative” and “relaxing” effects. When 
questioned about the outcome of  this sensation or feeling people would line 
up the different sensory experiences:
“This I think is very interesting, and incredibly complex, the place now is very complex, there 
are bird houses, music playing, I heard a Bach cellist, all the details that I love, and the water 
that runs on the surface at 14th street in the morning is used by birds for baths and in the 
afternoon by children to run around and play in, and you really see the seasonal changes here, 
and you don’t really see them in the city, there is just an endless variety. And you are able to 
look into buildings, that’s fun, how many times are you able to do that in the street, and you 
can see rooftops, something else that you aren’t able  to do” (American from Utah, Wednes-
day, November 15th, 3.30pm, 2012)
He highlights how the High Line Park brings the seasonal changes, the 
processes of  nature into the city, allowing for things to happen, that do not 
normally occur in the city. He witnesses the experience of  a place that as 
another informant put it, is “unusual to the city” (Local woman, Thursday, 
October 25th, 10am, 2012). Elements are combined in new constellation-
like assemblages (cf. Samson, 2010), with the novelty not objectified and ma-
terialised in the design itself, but rather actualised in moments, in the situa-
tions created. This point is underscored by Corner’s explanation of  the de-
sign as being not preservation but transformation. The natural process play 
a vital role in being inspirational – in showing “possibilities beyond hope” or 
”new fields of  virtualities” (cf. Guattari, 2008). A couple from Massachusetts 
revealed how the experience of  the High Line Park had very tangible pro-
ductive effects on their everyday life at home:
“Last time we were here they had only finished the first part, but we were so inspired by it and 
went home straight away and built a fence in our garden. So, it’s very inspirational, I think.” 
(Gay couple from Massachusetts, Wednesday, October 10th, 4.30pm, 2012).
As the two guys express, they were inspired to build a fence in their garden 
at home. They apparently could not help it, they just had to. It seems far-
fetched to conclude that the new fence allows them to lead a whole new life. 
It is however an aesthetic improvement of  their life and situated experiences. 
Another example is  a woman who found the effects of  being on the High 
Line Park “restorative and peaceful … a break in itself  … people here starve 
for breaks” (Local woman, Thursday, October 25th, 10am, 2012). As Diller 
Scofido + Renfro profess, they aim at showing their people their desires. 
Starving for the break takes the form of  self-staging, longing for tended wil-
derness, and a self-imposed meditation rather than relaxation. These are the 
paradoxes that are fed into the design.
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Photograph 32. This is the exact same view from the same spot but taken another day. The amount of  people gives 
a sense of  how you are  often forced to negotiate around other people  and navigate around them. Even at times 
queue up to take  a photo at a certain spot. 
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Summary
The experiential effects of  being immersed in the wild, yet tended, nature on the 
High Line Park, as discussed above, can potentially be very productive for its visi-
tors. People enjoy the wilderness, the tendedness, the vistas and the aestheticised 
views. It is up to the participant herself  to judge whether  the experience causes 
significant change in their life. However, we must be critical in judging what is 
“productive”. Being overwhelmed with joy, stimulated sensorily or beginning to re-
flect on one’s life, is not, per se, productive. Not if  we take Guattari’s (1995) notion 
of  the existential refrain as the figure for re-creative productivity. I want to conclude 
that some of  the aesthetic affective effects reduce the experience to mere aesthetic 
appreciation. The interesting point is that the visual experience is explained as part 
of  the relaxing experience. Furthermore, it is clearly the intention with the design 
to shape this self-staging and imposing a responsibility on the self. You have to make 
the effort to meditate if  you want to relax. Although the experience is primarily 
visual, aestheticised and distanciating, people enjoy it. This paradoxical relation will 
be addressed in more depth in the discussion.
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Under the Crystal
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(a)VOID
The plaza design is very minimalistic, almost New Modern, controlled and or-
dered. The plain slate surface is only interrupted by a couple of  lampposts and the 
changing water formations, rising from the ground. And of  course the circular 
fountain a couple of  inches deep, that almost blends into the surface. Therefore, the 
space is on the one hand controlled and ordered, and on the other it is indetermin-
able and constantly changing in form.
	 An important feature of  the design is its relation to the weather and the 
local climate. The weather conditions in Copenhagen are such that they cannot 
have water fountains on all year around. Therefore, outside water facilities are shut 
down for up to 7 months a year, in order to prevent frost damage on the water 
pipes. In this regard, the design is restricted by the local weather conditions. But, 
Astrup revealed that the conditions of  nature, weather and the climate are accepted 
and exploited. When the water jets are turned off  most of  the year, the plaza re-
sembles Danish nature during the winter48. 
 It does however, not look like “nature”. You are almost deceived into 
thinking that it was not a landscape architect who designed it, but a conceptual art-
ist. Such Super Natural nature does not strive to look like “nature”. It is the demon-
stration of  human lived experiences and cultural patterns rather than nature 
(Hauxner, 2011, p. 140). To get a feel of  the place, the following quotes from my 
visits gives an impression of  how I experienced the space:
“it is not that populated. It’s not that there aren’t any people. I see people pass over the plaza 
in different directions but no one hangs out on the plaza. Only one lady is standing with her 
bike at the most Northern corner, but leaves after a few seconds. I choose to stand in a spot of  
light and shade under the Crystal. Not much is going on. Yet, there is always one person cross-
ing the plaza in either direction” (Field notes, Tuesday, February 19th, 2013).
“Upon arriving at the space, it just strikes me how vast, open and empty it seems … there is 
no debris or garbage to be seen anywhere, everything seems so clean and neat, almost sterile, 
100 % non-stick surfaces” (Field notes, Tuesday, April 9th, 6pm, 2013).
“A man crossing from the Nykredit building by the harbour passes with his sight fixed to the 
ground. A few times he lifts his eyes to look ahead, but he doesn’t look around, at the space 
beside him. He just walks determined over the plaza, and enters the Nykredit building on the 
opposite street … Two guys wearing suits and nice shoes pass across the plaza in conversation. 
Both of  them are looking down at the ground. Again, as the guy earlier, their sights are fixed, 
throughout their conversation and movement across the plaza at the ground” (Field notes, 
Wednesday, April 17th, 1pm, 2013).
The field notes give an idea of  what I experienced. People move and seem uninter-
ested in the space. They simply move through it and not much else happens. I ex-
perienced the place as empty. Empty because not many people take up the space, 
and because the material outlay of  space is sterile. Stripped from any odd objects 
and no debris lying anywhere. It feels clean–which I tried to capture in picture 33. 
When I started talking to people I got very different stories of  how they experi-
enced the plaza. The comments that filled most explanations were complaints of  
the lack of  life, vitality and places to be:
“It seems very vast, grey, and boring. It feels cold and boring … It just seems too heavy in 
some way, like bwoorhm, the heavy stones just landed and lay there. There should be some 
green here instead, to soften it up, so you would sit down and eat your lunch here …What 
about all the people inside these buildings? There isn't any space for them to eat their lunch?” 
(Male customer, May 1st, 12pm, 2013).
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48 That is, grey, cold, and gloomy. It’s an interesting proposition but also seems prone to critique. It 
could be criticised for being a rather cheap argument that simply excuses why the design is boring 
more than half  the time. It certainly is questionable whether it is a desirable ideal, making spaces look 
like decomposed, dead nature. 
Photograph 33. Looking at The Crystal, with my back turned towards the plaza and the sun. The surface is clean 
and pale. The glare reflected in the building also emits rays of  light on the stone in front of  me. A reflection similar to 
how water reflects the light.
“I don't use it, maybe I will see one person sitting looking at it occasionally but no one seems 
to use it. Of  course when the summer comes, families with children will come and play and 
that is really cozy but it’s not used that much, and not apart from that” (Lady working nearby, 
May 29th, 5pm, 2013).
“Now, this place here is bloody boring, but maybe that’s just because Kalvebod Brygge is a 
boring area where no one lives and people only come to go to work. But I have to leave, I have 
a meeting at one o’clock in Hvidovre” (Male employee, May 1st, 12.45pm, 2013).
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“I’ve walked past this place 1000 times but I’ve never stopped by it. It feels a bit like a place 
you just pass through, a sort of  transition place. Actually I’ve never really noticed the water 
jets. It actually seems a bit dead here. I don't really know why it’s here” (Male visitor, May 
29th, 5pm, 2013).
The quotes highlight people’s complaints about the plaza being “boring”, “cold”, 
without “space for them to eat their lunch”, “dead” and “out of  place”. People do 
not seem to use it, which is not completely true. People do use it, but simply for pass-
ing through. As the last quote explains, it is a “transition place”. During one of  my 
first visits, I went inside The Crystal to ask the desk clerk about their use of  the 
plaza:
“Well a lot of  people come to see the water jets and the light. It’s quite funny. But we [the 
people employed at Nykredit, inside The Crystal] don’t really use it, not that I know of. There 
are some benches down by the parking lot but not much more.” (Desk clerk, Friday, February 
8th, 10.20am 2013).
It seems odd to me, that the employees do not use it. Passing through is not 
counted as use of  space. Here I want to introduce a point made by Thrift 
(2009) as he argues that spaces are on the one hand functional containers. 
So, the function of  the space is just for people to pass by. But on the other 
hand, Thrift (2009) argues, spaces are stages, where something comes to 
pass. The stage makes spaces that seem superfluous have a purpose, like a 
"passage-way, perhaps, but one that is not going anywhere" (Weber quoted 
in Thrift, 2009, p. 123). Therefore, the stage is not just inhabited by tourists, 
children and dogs that play in the water. Regardless of  intent, people have a 
mission in passing through space, and the space becomes a container for this 
mission. 
Void & waste
The quotes above stress how the plaza feels “boring”, “grey”, “vast”, “empty”, “un-
inviting to use” etc. Thus, a recurrent theme was the complaint about the waste of  
space. One central aspect was the lack of  green space and another was the compla-
cent attitude of  Nykredit. Others would rather have parking space, or a park. As 
the following quotes underline, visitors were unsatisfied with the design, and use of  
space:
“I like it, especially the fountain, and I pass every day, to and from work, and I like it, but its 
rather expensive square meters here. There is a lot of  waste.
Why?
Because I have to walk a long distance in order to get to my car parked over there. Instead of  
this plaza they could have allowed us to just park here, but now I have to walk I don’t know 
how far, about 20 minutes a day to get to my car” (Female employee, Wednesday, May 1st, 
1pm, 2013).
“It could be used for a lot but it just isn't. They might as well have used it for parking instead. 
And it’s so sad because in Copenhagen there are so few of  these small oasis but the ones we 
have are really important … we need these small breathing spaces, and this is just not used” 
(Female, Wednesday, May 29th, 5pm, 2013).
“I mean it’s nice that kids can paddle and play, like they are doing now but it’s just next to a 
highway, so they could have made some sort of  green fencing. So I think it invites you to run 
off  and play but not really for sitting down and taking a break.” (Dog walker, May 29th, 
4.30pm, 2013).
“I work nearby, not at Nykredit, but have my car parked over there, so I go past almost every 
day. I find it a bit weird with the water here. This big vast space used for nothing. They should 
have placed a lot of  benches and some lounge areas for people to hang out in, but people 
probably wouldn’t use it either way” (Female, May 29th, 5pm, 2013).
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Map 1. Movement map Tuesday, April 9th, 6pm, 2013 (map, courtesy of  SLA).
Map 2. Movement map Wednesday, April 10th, 4pm, 2013 (map, courtesy of  SLA).
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Map 3. Movement map Wednesday, April 10th, 4pm, 2013 (map, courtesy of  SLA).
Map 4. Movement map Wednesday, April 17th, 12.54pm, 2013 (map, courtesy of  SLA).
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Map 5. Movement map Wednesday, May 29th, 4.30pm, 2013 (map, courtesy of  SLA).
Map 6. Movement map Wednesday, May 29th, 5.30pm, 2013 (map, courtesy of  SLA).
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“It’s a cool place, but probably not a place for people to stay in. It seems a bit egoistic by Nyk-
redit I think, and people don’t really use it much. It doesn’t really invite people to use it much, 
it’s much more for Nykredit to show off, ‘look how much space we have money to waste’ and it 
just feels a bit a bit complacent” (Female visitor, May 29th, 6pm, 2013).
What these quotes underline is not only the waste of  space. They also implicitly 
criticise the use of  it for passing through. It steals “20 minute”, makes you “sad” 
and lacks the feel of  an “oasis” or a “breathing space”. Or just for “play” not for 
“taking a break”. It is experienced as “useless” pointing at the annihilation of  
meaningful experiences in space. It lacks “green”, “flowers”, “a green wall” to 
shade off  the road, etc. These missing qualities were mentioned by every third visi-
tor I interviewed. The missing qualities seem to overshadow the present ones. The 
recurrent theme constructs the space as a void. A void of  meaning and a void of  
practice. The way people move in the space around the edges leaving the centre 
devoid of  bodies is illustrated on the movement maps (see Map 1-6). The blue lines 
indicate men and the red women. The thickness of  the lines indicates the number 
of  people relatively. As the maps show, the movement in space is not strictly con-
fined to the edges. As the Map 2 & 4 illustrate, some do traverse the plaza. Espe-
cially Maps 2, 5 & 6 illustrate how some people pass straight through the centre, or 
even stroll about in it. My observations of  who moved how clearly separated the 
people passing through the centre from those passing straight at the edges. The 
people moving primarily at the edges or passing straight through space wore suits 
and entered Nykredit’s buildings. The other visitors looking more civil would exert 
practices in the other spaces that these “suits” did not really inhabit. They were like 
me, “foreigners” or visitors.
An interesting point is that people seem to move in similar patterns independent of  
the presence of  water. The water jets clearly make it awkward for anyone simply 
crossing the plaza. I assume the pattern of  moving around the water jets, has been 
internalised, become a routine, and habituated. In this regard, it becomes interest-
ing to revisit Hauxner’s (2011) elaboration of  the void as landscape design expres-
sion. The void is the emphasis of  the quality of  emptiness. An emptiness that ema-
nates, especially from the bankers but is challenged by visitors. It is not so much the 
city, as much as the lack of  green spaces that is sensed and highlighted in this void. 
The movement maps illustrate how people “avoid” the centre adding to the spatial-
ity of  the void.
Summary 
The void therefore functions on different levels. I observed the movement patterns 
as creating a spatial void at the centre of  the plaza. A void that is viewed from a 
distance, when people pass along the edges. This spatial void is practiced in move-
ment and people experience it as a sensory void. It lacks the qualities of  green 
“breathing spaces”, “urban oasis” and “places to sit and eat lunch”. The qualities it 
lacks overshadow the qualities it has. If  we include Thrift’s (2009) understanding of 
the plaza as container, we cannot judge the actual use of  space, for passing through 
as superfluous. It might just be the actual quality. Furthermore, Hauxner (2011) 
argues that such spatial designs of  voids, or “no man’s lands”, provide open spaces 
for sensing the weather and the environment. In the next chapter this experience 
will be addressed.
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Sensation, reflection and water as assemblage
I want to put forward an argument. The part of  the analysis above could give the 
impression that the design Under the Crystal is simply too “boring”, “grey”, “vast”, 
“empty”, “uninviting” etc. However, we must bear in mind that the contractor and 
architects wanted a plaza that would let the building present itself, and connect the 
surrounding buildings. SLA’s task was to create an architectural coherence between 
19th century architecture and 21st century modernist architecture, but also sup-
porting the practices of  the space, without overshadowing the buildings. That is the 
programmatic challenge. Therefore, we must judge the design on these premises. 
According to Astrup, the task of  creating more of  less is solved by maximising the 
sensory experience of  the space. Not as a last resort, but of  necessity. And this is 
where “nature” enters the scene. By using “transparent” materials such as water 
and light, maximisation of  the effects can be made without obstruction of  sight. 
Furthermore, SLA wanted to match the local weather conditions and the seasonal 
change:
“In Denmark the sun only shines for a third of  the year, so Sky[49] must be a public space that 
changes with the weather. This will give the city’s residents the opportunity to experience the 
weather, with light, wind, and cloud as events that challenge the senses and create new attrac-
tions.” (SLA, 201150).
It is the intention to accentuate the seasonal change – similar to Corner’s idea of  
amplifying the charm of  a place. As quoted in the chapter Designed Urban Greens the 
design is intended to allow the wind and weather to affect its visitors. The indeter-
minate form of  the fountains is used as the medium. Therefore, the design not only 
aims at letting the buildings present themselves unhindered. It seeks to let the local 
weather conditions affect its visitors. A woman who had never seen the place said:
“I was looking at my phone so not really paying attention to the surroundings, then trying to 
see where I was, I saw the sign saying Under the Crystal, and it just made me look up, and see 
the building and this vast space, which I wouldn’t have noticed otherwise. My immediate im-
pression is its openness, and its contrast to the other buildings here. And, I really like slanted 
lines and glass like this as it reflects the sky and you can feel or sense the sky more intensely in 
the glass.
Why is that?
The airiness of  the light and the sky reflected in the building just makes it feel lighter, it makes 
it feel see-through light and almost flimsy. It makes everything around just fall or come to-
gether. The sky is incredibly blue today, and instead of  it all being concrete, here the sky and 
the water from the harbour is pulled in and that’s really nice.
What is it you find nice?
Well, everything mustn't look like each other and here it doesn't. It is diverse, and that is rather 
nice, and then the way the sky and water has been invited into the space here is just nice.” 
(Woman passing by, May 1st, 12.30pm, 2013).
She just happened to pass by on her way to a job interview nearby. She immedi-
ately identified the openness of  the space. The openness towards the sky letting the 
light reflect not only in the building but around in the space. She sensed the sky 
more intensely. This point reifies Hauxner’s (2011) identification of  the void, as the 
place that lets the seeming emptiness of  space stand out. It gives way (see photo 34).
And by doing so, the openness allows for experiencing the weather more intensely 
in the otherwise compact city. It gives freedom to breathe and enjoy the weather, 
which hereby becomes co-creator of  the situation (pp. 181-188). This is similar to 
Thrift (2009) argument that the landscape garden "allows us to bathe in the ether of 
signs and thus reproduce an intensified everyday" (p. 123). The reflections amplify
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49 “Sky” was the working title for the plaza SLA used before it was decided to name it Under the 
Crystal.
50 http://www.sla.dk/byrum/nykredgb.htm
Photograph 34. This picture was taken immediately after I had interviewed the woman about her experience of  the 
plaza opening up towards the sky. I tried to capture the sense of  what she told me in this photo. 
the intensity of  space. I tried to evoke this in photograph 33 and 34. Reflections in 
the building create a play of  light in the sleet surface – like water. The woman 
senses how the sky and water has been invited into space creating reflections that 
”just make it feel lighter” and “almost flimsy”. Another informant highlighted how 
the openness allows us to enjoy the diverse architecture surrounding the plaza:
“But still it adds something, … the openness allows you to look at all the different buildings 
here. I mean, they are not necessarily pretty buildings, that for one [points at the silo, see 
photo 40], but they are different, you can sense the diversity here, and it’s just nice to look at 
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the different buildings, say, the old one there, with ornamentation, this new glass and metal 
facade” (Male employee, May 1st, 12pm, 2013).
The plaza not only contrasts the surroundings aesthetically. It opens up for experi-
encing the “different buildings” and the environment. As Hauxner (2011) puts it, 
with the void “we are dealing with realisation of  the landscape situation that be-
comes even more comprehensible” (p. 184). The buildings surrounding the plaza 
step into space, and are experienced as components of  the space. In this way, with 
Hauxner (2011) I argue that the spatial layout and design of  the plaza is more than 
a simple function. The programmatic tasks that SLA has have had to deal with are 
exploited in the creation of  an openness in space. It invites nature into space, re-
flects it. As the informants express, the resulting experience of  the openness of  
space includes the sky and accentuates the surrounding buildings. 
Sensation of reflections
To supplement the experiential qualities of  the design as the informants above ex-
press, I will introduce my auto-ethnographic experiences of  the space:
“One man passes. [photo 35] Not much else happens around here. The sun is burning at this 
time … I can immediately feel the sunlight, hitting my eyes … it puzzles me how much 
brighter the light is here. All the surfaces reflect the light. Although, that is not completely 
true. The lamp posts seem to absorb the light, and in their grey tone almost step into the ob-
trusive background. But the surface of  the plaza reflects the sun – a lot. The surface is almost 
white, covered in a thin layer of  chalk that must stem from the water that evaporates on the 
stones as the water jets spray water around. Also no debris lies around. No people are here, 
and everyone just walks through. The place is just like teflon, everything repels off  the surface, 
nothing sticks” (Field notes, Wednesday, May 1st, 2013).
As the quote underlines, I experienced the place as very sleek. Everything seemed 
to reflect and repel. Not much seemed to stick to the space; neither debris nor peo-
ple. I feel this myself  in how light is reflected in my eyes. It is a very visceral experi-
ence, captured in photo 35. When the water jets were turned off, the materiality of  
the space seemed to reflect the sunlight. Here is how I experienced it as the water 
jets were turned on:
“This is the first time I see the water jets on. It has a quite shattering sound. I had expected 
the sound to be more gurgling. …The water creates a very uneven pattern of  wet patches of  
the surface. The wet surface reflects the surroundings, almost like a huge patchwork of  reflect-
ing puddles. Not that you get clear reflections of  buildings, but you get reflections in fragments 
such as lamp posts, some vague impressions of  buildings, shadows and clouds in the sky. Not a 
lot but a bit” (Field notes, May 7th, 5pm, 2013).
When the water jets and fountains were turned on, my experience changed. I 
sensed the space differently, not just auditory but visually and corporeally. By com-
paring photos 35 and 36 the reflection of  light becomes more textured when the 
surface is wet. When dry, the surface reflects sheer light, but when it is wet, it be-
comes a mirror reflecting the surrounding buildings, fragments of  space and the 
sky. Therefore a very apparent aspect is the reflecting surface, and the resultant 
mirroring of  the sky and the surroundings. The reflections change as water is 
added. A transformation people seemed to experience very differently:
“But the water jets aren’t turned on yet, and they also make it impossible to be here. When the 
water jets are on, it’s not a place you can be. Then the place is just there. If  the wind blows the 
water flies everywhere, and you can’t be here, you'll get wet … they haven't thought out that 
an open space by the sea allows the wind to gather force, and then why place a fountain there, 
that covers the whole plaza?” (Male customer, May 1st, 12pm, 2013).
“I don’t know, it’s a bit empty, a bit boring I must say. But that is now, when the water and 
lights are turned on it becomes quite pretty. But it lacks some flowers I think, it’s too empty 
now and it seems a bit of  a waste that they have made it look boring most of  the year, and 
only beautiful when the water and light is on, during the night. My everyday experience of  it 
is that it’s boring” (Female employee, May 1st, 1.30pm, 2013).
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Photograph 35. The Crystal and Under the Crystal seen from the Northwestern corner.
Photograph 36. The photograph is taken from the same location as photo 35, but 6 days later, when the water was 
turned on.
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“I don’t know, its a bit empty, a bit boring I must say. But that is now, when the water and 
lights are turned on it becomes quite pretty. But it lacks some flowers I think, its too empty 
now and It seems a bit of  a waste, that they have made it look boring most of  the year, and 
only beautiful when the water and light is on, during the night. My everyday experience of  it 
is that its boring” (Female employee, May 1st, 1.30pm, 2013).
“Well, the people from Nykredit mostly just walk over the plaza, between the different build-
ings. But when summer really comes, something happens here. The light and the water that is 
turned on, even though it’s not made for it, makes people come here and play. And it’s fun to 
see the space being utilised like that, it’s enjoyable to see people have fun, and amusing to see 
dogs run around and chase the water. It’s just life-affirming. Now, it’s rather dismal, gloomy” 
(Male employee, May 1st, 12pm, 2013).
As all three informants emphasize when the water (and lighting) is turned on the 
experience of  space changes completely. Moreover, the activities change. As the first 
emphasizes, you may find that it is unpleasant to be there. The last informant high-
lights that “something happens”, “people come and play”. The change is experi-
enced as either “odd”, “boring” or “fun, enjoyable and amusing”. Whereas the visi-
tors at the High Line Park were unanimously positive about the space and people’s 
use of  it, people Under the Crystal experience it very differently. Of  course this 
depends on a variety of  factors such as taste, mood, past and lived experiences, and 
the particular situation. 
Sensation of water
The water is used to reflect light and objects on the one hand, and on the other it is  
instated as an element in itself. The formal qualities of  water, its shape and move-
ment–when rising and then falling–is staged to make us understand how water 
“acts” (cf. Hauxner, 2011, p. 190). The movement of  water bears witness to the 
indeterminacy and uncontrollable aspect of  nature. It stages the changeability of  
nature. It will always look different depending on the weather, and of  course the 
eyes that perceive it. The following photographs 37-39 illustrate how at 3 different 
instances the water jets looked (and to the photographer felt) different. To bring the 
photographs to life the following excerpts express my experience:
“I wander a bit around in the water jets. I notice how they change their form due to the wind. 
Each row of  water jets can bend in one direction at one end and at the opposite direction at 
the other. It amazes me how the local wind conditions are so varied. Also I notice how some 
water jets are thicker than others … I go into the middle of  the plaza … the water jets turn on 
and off  around me, I become amazed or shocked by how the water suddenly is turned on, just 
right next to you. The sound of  the falling water is also audible at different levels and types of  
sounds, from the gurgling water to the loud shattering water. When the wind blows and the 
jets are blown sideways the water beams are dissolved into clouds of  splattering water. It cre-
ates a sensation of  a constantly changing field, where the water and the weather complement 
and amplify each other.” (Wednesday, May 29th, 6pm, 2013)
What is noticed is my discovery of  the subtle details in the indeterminate forms that 
the water shapes when engaging with the weather and my sensory organs. These 
subtle details of  formation, sounds and movement require that you make the effort 
to study them. The following quotes reveal how other people experienced this inde-
terminacy:
“It’s the way the water is synchronised, it’s high over there and low near the ground over there 
and it changes, all the time. It’s fascinating really, that they are all different.” (Male visitor, 
Wednesday May 29th, 5.30pm, 2013)
“I work here so I pass here every day, but I just pass by it. It’s beautiful and I love it. Yesterday 
when it was raining it was at its prettiest, it’s just more beautiful in the rain.
What is it you find beautiful and pretty about it?
I like how not all the water jets come up all the way, but just come up a bit and then go out 
again. It’s beautiful and it’s just nice to look at. I love it. Especially at night time as well. When 
I’m off  [from work], sometimes I go and sit there [pointing at the benches opposite] and look 
at it. I don’t know how to describe it, but it’s just nice” (Female employee, Wednesday, May 
29th, 6pm, 2013).
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Photograph 37. Taken on May 27th 2013 at 5pm from under The Crystal facing West. The wind is still, allowing 
the jets to create clear straight lines.
Photograph 38. Taken on May 7th 2013, at 5pm from the North-western corner. The water jets at this corner seem 
to be mostly low. That is what I have experienced.
123
“you are never sure of  what might happen. That is exciting that it’s uncertain what will hap-
pen. But it’s totally different than many places, we just came from Kings Garden where every-
thing is green, and this is not, but it’s not a copy, it’s new. And if  it were just a copy it would be 
pointless, but this is exciting, with the changing heights and patterns of  water. I find myself  
sitting and looking for a pattern, the formula or the algorithm that they have used to program 
the water. That is exciting and simply stimulating I think” (Male visitor, Wednesday, May 29th,  
6pm, 2013).
The quotes highlight the sensation of  the “synchronised difference”, the “different 
heights of  water”, the “uncertainty of  what might happen”, and the “changing pat-
terns of  water”. Qualities that are experienced as “beautiful”, “pretty”, “indescrib-
able but nice” and “stimulating”.
	 In this way the design practices the laws of  physics for us, and we see how 
the parabolic forms of  jets change in interaction with the weather, gravity, viscosity 
and light. Ingold (2005) would use Merleau-Ponty to argue, that the water only ex-
ists in its form because we are able to see it. As we perceive it, it comes into being. 
Samson (2010) however, would argue that nature and its affects are immanent and 
always changing the situation. I will not defy either, but argue, that the Merleau-
Pontian perspective allows us to understand space as meaningful once the body 
perceives it. More often than not the space is practiced by not being practiced. Im-
manently, the space is sensed by its qualities as much as its lack hereof.
Photograph 39. This photo is taken on May 29th 2013 at 5pm from the Southern border. The wind changed heav-
ily on the day creating formations of  waterfalls in rows. 
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The sensation assemblage
This is where I think it makes sense to highlight the assemblage-like understanding 
of  space. Yes, it is in the foldings between sleet stone, wind, water jets and flesh, that 
our experiences become meaningful to us. But the programmatic qualities of  space 
are instructed as to always give a different experience. When we look at how differ-
ently people relate to the place it is apparent that the differences vary according to 
the changeability of  the situation enabled by the designers. Hauxner (2011) identi-
fies the work of  SLA as creating affections in ever changeable forms and effects. As-
trup reified this when arguing that:
“we design it on the basis of  maximised sensation. Because it speaks directly to us, it touches 
us. You can take water for example … it has very different effects on people, you can’t just 
control that … everyone will get their relative experience of  visiting the plaza … you would 
never be able to draw this, because it changes all the time … Again we are inspired by nature 
… you would never get the same experience of  it.” (own translation, Astrup Interview, Wednes-
day, April 10th, 1pm, 2013)
As Astrup argues, nature is defined by having different effects of  people. The visi-
tor’s experiences illustrate this diversity. Some express annoyance while others joy. 
Sensations are used to fixate people’s experience. The important thing is not what 
they get, as long as they get something. The important landscape architectural task 
lies in designing how people get this experience. Astrup highlights that due to the 
indeterminacy of  nature, its use in design allows to create ever-changing experi-
ences. The changeability mirrors our subjective diversity of  experiences. Therefore, 
we can identify the sensory experience of  nature as the refrain that aims at creating 
a nodal point, one of  fixation in an otherwise chaotic space. 
 As Guattari (2008) argues, the refrain is not material–a point that Astrup 
(unknowingly) reaffirms when stating that “You would never be able to draw it”. It 
is a relational phenomena created in the foldings between the flesh of  the body and 
the flesh of  the world. Therefore the assemblage is ever changing according to the 
indeterminate forms of  nature. It creates a pulsating force immanent in space. The 
character of  the space is not only cultural practice manifested materially. Therefore, 
we can never eliminate the body. It also comprises the indeterminate natural forces 
of  space. The vital forces of  nature and life that pulse the body.
Summary
Understanding the plaza as an assemblage-like entirety allows me to encompass the 
complexity of  space and the diverse experiences. Whereas my auto-ethnographic 
results give an insight into how the immanent qualities of  space are felt, the inter-
view excerpts make us understand the diversity of  these qualities. The diversity of  
sensory experiences mirrors the changeability of  nature, and the complexity of  cul-
ture. Therefore SLA’s assemblage-like design, and use of  sensory experiences as 
refrains, is experienced by people as constituent of  space. Under the Crystal is ex-
perienced in different and always new ways, according to the weather, according to 
when the lights and water are on, and according to the presence of  other people. 
The changeable situation is enabled by design, and then it is challenged, enacted, 
practiced and sensed by bodies.
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(un)PRODUCTIVE EFFECTS
In this last section I want to turn our attention towards the outcome of  the sensory 
experiences that people get Under the Crystal.
Absent presence 
According to SLA the abstract relation to nature that you experience is value, re-
gardless of  it being positive or negative. When SLA intend to use sensory experi-
ences as refrains they want to encompass experiences of  space, that we do not nec-
essarily comprehend. We just sense them. In interview Astrup argues:
“It’s not that important that the user understands it. … It’s not important that the visitor un-
derstands that Crystal and Sky is made of  water in its three states either. But what is important 
is that people, for example, forget that the water isn’t there anymore when winter comes. 
That’s the criteria for success. That it speaks to people” (own translation, Astrup Interview, 
Wednesday, April 10th, 1pm, 2013)
Sensing space, even though the intended sensation is not present, is a bit contradic-
tory. It becomes a memory of  a sensation. But as argued in the chapter on Experi-
ence, sensations and perceptions are immanent, as they become routinised and ha-
bituated over time. Merleau-Ponty argues this is exactly what creates agent-oriented 
capacities in the material world: we learn to attend to the capacities of  things. This 
gives further leverage to the theorising of  the plaza as void, as it is intended to be 
sensorily present even during the winter months when the falling water is turned 
off. In spite of  people highlighting the missing qualities of  space, most interviewees 
agreed in the space coming alive when the water and light was turned on. But no 
one needed the water jets to be turned on in order to say this. This is underlined by 
a woman reading a book on one of  the benches, when the water was turned off  
and the snow was lying on the ground:
Photograph 40. The plaza on February 8th, as the snow covered the plaza. The police station and silo mentioned 
earlier are here seen in the background
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“I just came by and chose to sit here and read. I work nearby and sometimes I go and have 
breaks or eat my lunch here, or down by the water, on the boardwalk. But I like coming here 
because of  the water jets, and the light. Actually, when I think about it I like the sound of  
falling water, it’s calming. But that is only during the summer months that the water and lights 
are on, but you know, you sort of  get used to going certain places, and then you return and use 
it.” (Elder woman, Friday, February 8th, 10.20am 2013).
The absent presence of  the water jets haunts the plaza during the winter months. 
This sensory ghost makes us sense space in ways that it presently is not. As I experi-
enced when walking around in the glaring sunlight, the sensation of  space was 
connected to memories:
“I take a walk around the plaza … At one point I look at the little light bulbs beneath the grills  
in the ground, and see that the little light bulb is also covered in chalk. I run my finger over the 
convex bulb, and it’s not just dirt, it is chalk, sticking to the surface … I have no issue with 
touching any of  the ground here. It doesn’t seem dirty at all, and where you would hesitate 
picking stuff  up from the street, this place feels so clean … Just like on the beach, I think, 
when you pick up stones from the sea, you get the feel here, of  everything as something that 
“naturally” is washed up from the sea” (Field notes, Wednesday, May 1st, 12pm, 2013)
The sensation of  picking up stones on the beach is evoked when touching the sur-
face of  the plaza. I experience the memory of  walking on a beach. What I experi-
ence is not just the actual sensations of  the space, but it is the way in which the spa-
tial layout opens up for the surrounding environment and other imagined environ-
ments. My experience was sparked by the visceral engagement in touching the 
ground and dry surface of  the chalk layer. The woman above experienced the 
evocativeness of  space through the sounds. Other informants likewise highlighted 
the sounds of  water as evocative.
Sensing water
In interview, one visitor immediately pointed out that the water and the sounds of  
the water as sensory evocative:
“We just rest with water around us, it’s wet. It’s visual and engaging at the same time. But here 
it’s so visual, the water just looks great it’s such a great feature in the space. Everybody enjoys 
it right?, they play in it, or just look at it.
How do you find it engaging?
I don’t know how, it just brings out the child in you I guess you just need some stimulation like 
this, it just makes it more enjoyable. But it needs to be sunny.When it rains you just keep on 
walking by it” (Male visitor from UK, May 29th, 5pm, 2013).
The informant points at the stimulating effects of  watching the indeterminate and 
ever-changing forms of  water. It is enjoyable because it appeals to the inner child in 
him. However, as he points out, the situation is dependent on the weather.
“We really like it, also looking at it and listening to the noise of  it.
Why is that?
I don't know why really [she takes a couple of  seconds to think] maybe because the sound of  
water is calming, relaxing in some way, so I sort of  connect to the water. It’s nice during the 
winter also, because then the lights are on, so it’s also really pretty. It’s kind of  like an art piece 
actually, and a lot of  people sit and look at it, on the benches. They are probably guessing 
where the water will come up next [laughs]
Can you describe what it is that makes it seem like an art piece?
But it’s the whole impression of  the plaza I think, the water, the light, the unforeseeability of  
it, never knowing where the water comes up, and then that it is used a lot and is being allowed 
to be used a lot” (Female employee, May 29th, 5pm, 2013).
The calming and relaxing qualities of  water makes the woman connect to the 
place. But it is a visual and distanciated experience. She hears the sounds, but re-
marks how it looks like an art piece, it is something that is appreciated for its aes-
thetic qualities. That is, the unforseeability and uncertainty of  the water forma-
tions. I want to draw a parallel here, to the Tended wilderness of  the High Line Park. 
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The naturalness of  nature is staged as obvious human constructs. The High Line 
Park is evidence of  transplanted nature displaying an idealised imagined nature, 
whereas Under the Crystal displays an abstract sensation of  nature. It shows the 
changeability of  water and weather within a controlled and orchestrated area. The 
abstract formal language is intended to break with the conventional structures and 
systems of  the space. It seeks to invite people to participate, and through this par-
ticipation create something productive. Astrup highlights this in the interview:
“It is a deliberate and organising choice from our side to maximise the sensation like this … 
the aim of  maximising sensation is that it creates the most, that is how you gain most surplus 
value for your efforts. It has to add value to the users and to the city when we construct some-
thing like this. It has to give something back and give value to the people who are there” (As-
trup, 2013).
The notion of  value is not necessarily monetary value. That is beside the point 
anyway. The value he refers to is the potential re-creative flux that cause a change 
in our everyday, makes us reflect and give something for us to take with us. In an 
interview with Stine Pihl, a guide who shows visitors around the buildings and the 
plaza on guided tours, she explained:
“the reason that the water fountain is as it is, that it runs randomly, is because the co-workers 
aren’t supposed to be able to look at the fountain and say: ‘Ah, now its four o’clock because the 
water has that pattern’ … and then think: ‘now I want to go home’. It has to be surprising at 
all times, which is why it is used so much in the summer, and why it is so fun to play with, be-
cause you never know where the water comes up next” (Pihl, 2013).
It is the element of  surprise as much as the break with the timely rhythm that is 
highlighted as the main qualities. Through the unstructured formal language of  the 
space it is the aim to inspire and produce value (and make employees work longer 
hours, forgetting they had to pick up their children at 5 o’clock). However the ques-
tion becomes, if  this formal aesthetic language is more than simply “fascinating”, 
“enjoyable”, “appealing to the inner child”, “relaxing” and “calming”? Are these 
breaks in fact productive as intended?
Inspiration & productiveness
Very few people mentioned that their experience gave them more than simply aes-
thetic or playful pleasure. Actually, no one mentioned their sensory experiences as 
liberating. In a more modified form, some informants did reflect about what this 
sensation actually meant to them. The following excerpt is from an interview with a 
male employee having a cigarette break on the plaza:
“Is it the cigarette break or the space here that is relaxing?
It’s the cigarette break! No doubt, I wouldn’t find it relaxing in the same way if  I didn’t smoke 
here. But then I wouldn’t enjoy it as much if  it were a street I had to stand and smoke in. Here 
I can watch life. All the people that pass by, and all the children that come by in groups from 
kindergartens and child minders, that come here to watch and play in the fountains.
What do you mean with “watching life?
Well that a lot of  people come here and thereby create life, it’s lively and people are happy. 
But it’s probably not in proportion to the plaza, it’s just nice to look at life, and that is any-
where really.
What does that give you?
It doesn’t give me anything else really [long pause] And then again, it does. It is relaxing for 
me, and it’s part of  my daily routine, so it actually has a pretty important function in my life. 
And, if  I sit and juggle with problems, I can go down, take a break and get inspired. Inspired 
to deal with the problem, or just carry on
Can you explain what inspires you and how this inspiration occurs?
Well it’s the break, I get, where I can leave things behind. But also the beautiful surroundings 
here, apart from that direction [pointing towards the unfinished parking lot, that is fenced off  
and looking very untidy] but the rest, it’s a great, vast space wonderfully open, and that’s just 
refreshing” (Male employee, Wednesday, May 1st, 12pm, 2013).
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What is clear is that he only distinguishes between the cigarette break and the break 
that the space provides when he starts to reflect. Therefore, the break is pre-
reflective, and something that in its unobtrusiveness requires reflection to come out. 
And then he explains that the life that goes on is unique to the place, giving him 
inspirational breaks when needed, where he can leave things that nag him behind. 
The aesthetically pleasing views and sensation of  space gives him value.
Unproductive
Only two out of  15 interviewees mentioned the fountain as inspirational, two as 
relaxing and one as making you reflect. People were more preoccupied with the 
seemingly unproductive sensory qualities of  space. Or the superficial fun the water 
jets provided:
“Its fun! To see if  the water is on, and if  it is, it’s fun to see if  you can make it over. We are on 
our way down to the harbour to eat our lunch
Why is it fun?
well to see if  we make it, because you never know when the water turns on, and if  it does… 
You once got wet feet right? asking the other lady. ‘Yeah I did’ she replies.
So passing through the space, you play a bit?
Well we just pass through it, but it is not something we think about, and when it is not here, 
like now, I don’t really think it makes much of  a difference
So it’s just for the fun of  it?
Yeah, it’s nothing but fun and games. I don’t as such think much about it or use it for any-
thing” (Female employees, May 1st, 1pm, 2013)
The ladies propound that it actually does not matter whether the water jets are 
there or not. They do not take much notice of  them, and they certainly do not 
“think about it”. Yet they still mention that “it’s fun” even though the water is not 
there. The absent presence tells us that even though it is explained as unimportant 
it plays a role. The indeterminacy was also prevalent as a group of  four boys be-
tween 10 and 15 years old, were pushing each other around in a shopping cart. It 
went on for about 10 minutes. I questioned them afterwards what they were doing:
“3: Water is fun, I love it, you get wet, just drive through it
But why do you drive through the water?
1: It’s the water jets, the fountains we like, it’s good fun
2: We just came by and saw this, we have never been here before, but we just found the shop-
ping cart, it was here already so we haven’t stolen it, we just took it along
But why is it fun?
4: I have no idea, it just is. 
2: But it’s fun, it’s a laugh, and we just came from having seen the Fast and the Furious at 
Cinemaxx down at Fisketorvet, so we walked along the harbour and just found this cart. So 
we took it along, and from the harbour we spotted the water jets and just wanted to come and 
play. So we came here. We didn’t plan it but just did it.” (4 boys, May 29th, 4.30pm, 2013)
The immediate appeal to play seems to be a remarkable feature of  the moving wa-
ter. The indeterminate forms brought the child out in one of  the former infor-
mants’ quotes, and here it certainly appeals to the children. They find it hard to 
explain why–and who can blame them? From these quotes it seems that the pleas-
ure people get from this space are merely centred on aesthetic and kinaesthetic 
pleasure. Values that might give momentary pleasure and improvement of  one’s 
mood, stimulation of  one’s senses. But not much more than that.
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Summary
Although the experiences people get in the space are centred on the sensation of  
water, weather and the surrounding environment, the productiveness of  these expe-
riences seem rather shallow. The existential refrain seems absent, and purely aes-
thetic sensation seems to be present. The sensory experiences people present have 
common traits, but different outcomes. The aesthetic form of  the place and the 
water–placed as transplanted wilderness; abstracted wilderness–touches people 
physically and mentally. The “child is awakened”, you experience “life” and “life-
affirming qualities”. Therefore, a certain quality of  the place resides in the staging 
of  water, as present and as absent presence. This makes people reflect, on why they 
chose to sit there and why they do not. However, only few people seem to be con-
scious about this reflective potential, and it would be far-fetched to conclude that 
the spaces make people reflect. 
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Summary
Throughout the analysis I have sought to develop an understanding of  the relation 
between the design of  the High Line Park and Under the Crystal, and people’s ex-
perience of  these. It is remarkable, how the experiences of  the two places differ in 
relation to each other. Obviously people actively choose to visit the High Line Park 
whereas (some) people are forced to pass the plaza Under the Crystal. It is no sur-
prise that everyone explicitly enjoys the High Line Park, and only about every sec-
ond visitor enjoys Under the Crystal (when the water and lights are off). However, I 
will argue that the spatial design of  the places, and especially the different land-
scape architectural expressions allow us to develop a deeper understanding of  the 
relation between experience and design. 
	 This is possible, as the methodical triangulation has allowed me to draw a 
more nuanced picture of  the positive or differing explanations and experiences. 
Paradoxically, people find pleasure and even relaxation in the aestheticisation of  
space, either by dwelling in quiet backs or by appreciating and watching the life that 
goes on. People on the High Line Park complain about the crowds, yet dwell in the 
quiet backs. A paradox that is similar to how people Under the Crystal complain 
about the plaza for its missing qualities, but enjoy how it comes to life when water 
and light is turned on. If  people want they can actively take part in the process of  
making the space fulfil its intentions and ideals. The production of  meaning re-
quires the body to interact with the surroundings, either by shutting them out on 
the High Line Park, or by letting them in Under the Crystal. Even though people 
find great pleasure in the aestheticised spaces the values that they express are 
mainly superficial. They unveil how the experience of  the spaces gives them joy, 
pleasure, amusement and stimulation, and some inspiration. 
 This leaves me as researcher with an uneasy feeling that the designed 
spaces have very clear limits to what they are capable of  producing. They provide 
the city with a framework that is aimed at stimulating our senses, immanently. And 
although people highlight the sensory qualities as value, the superficiality and the 
visual dominance demarcates the limits to design. Not that the designs are “bad” 
because they are experienced positively. But my empirical data and analytical ob-
servations prove the experiential limits of  the design, and the limits of  participation 
in getting desired experiences. Not everyone experiences space as, say, relaxing (and 
they should not). Yet, I start to wonder if  this becomes exclusive and ultimately es-
sentialising. I am concerned that the results point to a tendency to create exclusive 
spaces where only some are able to sense and comprehend its qualities. This won-
derment and concern will be the main theme in the discussion, and provide back-
ing for answering the research question.
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Discussion & conclusions
This section will provide a discussion of  my findings related to the theoretical 
framework. Firstly, I will discuss some analytical points and draw out some theoreti-
cal and methodological points. Secondly, I will discuss the main research question 
by assessing the design- and planning significance of  my findings.
Experience and Design
With Hauxner (2011), I want to argue that postmodern landscape urbanism–as 
practiced by SLA and James Corner–is intended to function as the assemblage. De-
sign is not perceived as a case of  forming matter. It is a case of  instructing compo-
nents, including the weather and nature, in novel, changeable and adaptable con-
stellations. With people’s experiences and my own auto-ethnographic experiences I 
will discuss the limits of  this assemblage-like portrait of  each space.
Productiveness
First, however, we must acknowledge that some people did experience the spaces as 
liberating. After visiting the High Line Park the couple that felt inspired to build a 
fence undoubtedly felt an improved value in their life. Likewise, the visitors that 
suddenly reflected over their home country, left the space inspired. Another visitor 
expressed how the High Line Park was different from regular parks in the way that 
you would actually be there. To use Merleau-Ponty’s words he felt the inhabitation 
of  space. Under the Crystal brought inspiration to one, allowing him to solve work-
ing problems. Others experienced the space as a joyful art-piece that stimulated 
them. The sensation of  water, likewise, drew some to dwell or play in this space, 
despite the limited amount of  actual dwelling places and the water jets being 
turned off. 
 I want to argue, that we must acknowledge these productive qualities of  
both spaces. Qualities that give value to people. Value that might not change peo-
ple’s lives existentially or catalyse bifurcating “lines of  flight”. Yet, they provide 
value. As architecture theorist Steen E. Rasmussen (1957) stresses, this value pro-
duction is the outcome of  a successful productive atmosphere. One that transcends 
mere functionality. Therefore, the unobtrusive and some might say shallow value-
creation that is brought about can be identified as everyday meaning. An everyday 
meaning that from the architect’s or landscape architect’s point of  view is the crite-
rion for success. But similarly, it is the kind of  value-creation that I understand De-
gen et al. (2010) describe as “alternate states of  being”. The simple otherworldly 
experiences of  being on the High Line Park, or the aesthetic appreciation people 
highlighted Under the Crystal. It is the sense made by sensing the environment–to 
use Eliasson’s (2004) words. But more fundamentally following Thrift (2009) it ex-
presses people’s “knowledge of  disposition”. That is, the moulding of  consciousness  
and unconscious affection. In this intersection meaning is created. People’s experi-
ences of  the designed urban greens were meaningful to them, maybe not existen-
tial, but meaningful. Yet, these experiences must not be understood singlehandedly. 
They are part of  a larger orchestration and engineering of  designed urban greens 
that I will discuss in the following. 
The High Line Park
The seemingly positive and productive experience people expressed on the High 
Line Park defines the character or identity of  the place. It unveils a recirculation of  
the positive and magical narratives provided by Sternfeld, Diller Scofido + Renfro 
and Corner. Because of  the circulation of  images and narratives on the internet 
and in mass media, people know what they will encounter. This case of  a “mass-
media-subjectivity” (cf. Guattari, 2008) is also what Amin and Thrift (2002) label 
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the “mass mimesis”, where media images and communicative skills becomes a la-
tent form of  control (pp. 116-117). People are pre-instructed to perform space in 
that certain way. With Koolhaas, we can argue that the identity of  space is becom-
ing so insistent, that it is essentialising place and people (Hauxner, 2011, p. 230). 
The genius loci is not formed in a process of  engagement and negotiation, but pre-
defined. Any existentially productive outcome, in Guattarian terms, is anaesthetised 
by this recirculation of  symbols, interpretations and experiences. The High Line 
Park is a closed circle, where bifurcating escape-lines are not possible. People, in-
cluding myself, were anaesthetised in amazement. I experienced the joy, but always 
felt limited and constrained (spatially, in time, sensory, bodily). And I was not the 
only one feeling restricted. When attempting to interview 3 ‘Friends of  the High 
Line’ while they were cleaning the concrete surface, they responded:
3: “No, we can’t talk to you, you see, if  I say something then you are gonna add something 
and make me look bad.”
1: “I tried that once with one who said that, a reporter, and they don’t care you know, he just 
turned what I said around and wrote something else.”
3: “You see I’ve got 5 kids at home that I want to be able to take care of  and if  I lose my job 
here because of  that, then what? Are you gonna take care of  me and my kids? I’ll tell you, if  
you take care of  my kids, I’ll tell you anything.” (Thursday, October 25th, 11am, 2012).
As the quotes underline, they were cautious of  engaging with me in talking about 
their personal opinions and experiences. They were afraid of  the repercussions. It 
demonstrates how the facade–the idealised image of  the High Line Park–is upheld. 
Technologies of  self-regulation ensure a certain narrative. The “Friends” faithfully 
rejected to question or even talk about the construction of  space. This clashes with 
Diller Scofido + Renfro’s “pathless landscape” where the “public can meander in 
unscripted ways”. Although it sounds like the assemblage the over-designed space 
confines people to the narrow path and strict mindset. Nothing is unscripted. With 
Cosgrove (1985) I want to argue that this limited participation produces a limited 
entry into nature, akin to landscape painting. The change of  the signage under-
scores how the opportunity of  co-creative engagement has changed. Every action 
or performance is scripted in the design, evidencing an intention to create the “good 
environment” through design. Not by way of  process. 
Under the Crystal
Under the Crystal seems differently open to unscripted engagement. People play a 
more active part in creating the situation. Because of  the abstractness of  the wil-
derness, it is more susceptible to subjective interpretation. In its physical layout it is 
also more accessible and open than the High Line Park. With Hauxner (2011), we 
can understand SLA’s design as demonstrating a vision of  the assemblage. The vital 
forces of  the place are allowed to create the situation–and I would add the vital im-
manent forces of  nature. If  we should talk of  genius loci it is like Eliasson’s waterfall 
constantly changed by the viewer in connection with the changing conditions. As a 
sculpture-like form its programatic qualities are defined in the future through ever-
changing sensory experiences. The place is constantly experienced and re-
experienced in different ways. It is the actual lack of  program, the void, which 
makes the space more open for people to engage in more active meaning construc-
tions. Yet, despite sounding very similar to the assemblage, it is a highly “themed 
place”. It demonstrates the idea of  a co-creative space where people’s sensory expe-
riences are paramount, but where these experiences are just as fixed and predefined 
as the High Line Park. The absent presence reveals how the space is either experi-
enced due to its aesthetic and relaxing qualities, or the lack hereof. Hereby it be-
comes characterised by its omni-sensory qualities, its imaginative appeals, its inter-
active and performative appeal and its adaptive attitude towards the visitor. With 
Amin and Thrift (2002) I would argue that Under the Crystal demonstrates the 
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tendency to use the sensory experience as yet another and more elusive form of  
power that prescribes certain practices and experiences. So, as the High Line Park 
demonstrates a very visible contol of  space through design, Under the Crystal 
makes use of  more subtle means of  control. The design seems assemblage-like, and 
probably is–but in a limited form. I also experienced a certain control of  the space, 
and the people in the space. As I stood still and questioned passing people about 
their experience of  the plaza, an employee kindly asked me to explain myself:
“We don’t want to throw you out, but we wouldn’t mind seeing what it is you are writing and 
what you are doing, you know it is a public place, but it is our plaza, Nykredit’s plaza, so we 
are just interested in knowing what you will use it for. Umm, so we are very interested to know 
if  we can help in any way, if  we can provide you with anything, that might help you. You 
know we sit up there and see everything that goes on, so we might have a good idea as well of  
how we could help you” (Male employee, Wednesday, May 1st, 1pm, 2013)
Again, I experienced a reaction from officials of  withholding an image of  how the 
space is to be seen and experienced. My practice was divergent, and met by a rep-
resentative (in both spaces) who tried to withhold that certain image. My auto-
ethnographic experiences allowed me to feel the affects of  space. The interesting 
point is how they are clearly not that public. As Mitchell & Staeheli (2006) argue, 
once private investors interfere in the planning process of  redesigning urban spaces 
they seem to develop ownership over the area, resulting in the spaces being pseudo-
public. By purifying spaces, they are ensured to be clean and safe (for the owners), 
and as the High Line Park and Under the Crystal demonstrate, they are (only) ex-
perienced as “amazing”, “amusing”, “beautiful”, “inspirational”, “restorative”, “re-
laxing”, “soothing”, “fun” etc. The spaces obtain a character that people experi-
ence and express. And this defines the place–and I will argue risks essentialising 
space.
Theoretical points
The sensory and imaginative stimulations of  the two spaces reveal a body-centred 
design. In order for the spaces to “come alive” they must be performed by bodies. 
Yet, people’s experiences of  both spaces reveal a degree of  immanence. The quali-
ties reside immanently in space in the form of  the water jets, the weather, and the 
tended wilderness. Not as matter, but as situationally productive conditions. The 
aim is to instruct the sensory experience and create predefined pulsations. The dual 
ontology allows me to understand the experiences people have of  these designed 
spaces not just as phenomenal, but as part of  the assemblage-like formation of  
space. The two designs instruct space and spatial practice differently. Geographical, 
hemispheric, situational, historical, and cultural differences apart, they have differ-
ent effects on how people perform, practice and experience space. This certain pre-
defined immanent force shapes the way the specific landscape should be practiced. 
Forces that are out of  any visitor’s reach of  control or comprehension. Not just 
made up of  design intentions, but created in the situation, when nature, design, 
bodies and minds interact. I would or could not control the uncanny felling of  the 
transplanted natures on the High Line Park. Just as I had no control when being 
shoved around by water and wind Under the Crystal, let alone the responses sud-
denly received from the “Friends” and the banker. These things did affect me as 
exteriorities. Yet, I sensed these qualities of  space with my own physical participa-
tion, and changed the situation with it. The sensory qualities of  space are con-
stantly (attempted at being) folded and refolded, territorialised and re-
territorialised. By me. By other bodies. By humans, perceiving, sensing, judging and 
reflecting on the impressions they get.
 Therefore, the theoretical point is, that in order to understand the com-
plex “nature” of  spatial design we cannot limit ourselves to strict phenomenological 
or vital understandings. The design practice requires that we encompass both as-
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pects. The theoretical overlaps between the phenomenal folding flesh and the as-
semblage are there, and should be exploited in research.
Methodological points
Without the methodological triangulation I would not have been able to scrutinise 
the unanimously positive experiences of  people on the High Line Park, or the di-
vergent experiences Under the Crystal. By way of  auto-ethnography, I was allowed 
to factor in the material feel of  the spatial design in greater depth. I was able to un-
derstand why the above quoted reactions from the “Friends” and the banker, were 
very important for how these spaces are instructed. But this was not done by chang-
ing between “observer” and “participant”, or “interviewer” and then “auto-
ethnographer”. In practice these labels proved redundant. Therefore, with my 
methodological experiences I will argue that it is not the combination of  methods 
that is important. It is the acknowledgement that these ethnographic methods are 
inseparable in practice if  we want to understand the complex relations between 
practice and material. 
 Reflecting on what worked methodically and what did not, some of  the 
onsite interviews were rather superficial. This was likely to make the “outcome” 
seem superficial. It would have benefitted with more in-depth interviews with users, 
however, I never found resources for doing this. A second challenge resided in the 
interview with the designer. The challenge was uncovering the intentions of  the 
landscape architect, as they do not necessarily want to explain it directly. I found it 
possible to unveil bits and pieces of  the designer’s self-understanding by asking 
“around the question”. Yet, my methodological reflection lies in the difficulties of  
gaining access to knowledge across different academic and professional back-
grounds and traditions. As a geographer and planner I found it challenging having 
to talk about the spaces in the language that Astrup used. And likewise, at times, he 
would misunderstand what I tried to get out of  him. My concern is that the knowl-
edge I was able to produce would automatically put the designer in a negative light, 
not being able to understand the severity of  the theoretical concepts. Evidently, the 
risk is banalising or essentialising concepts that used in the design world have com-
pletely different meanings.
 Furthermore, I have not been able to uncover any cases of  existential re-
frain or escape-lines of  subjectification. It was very difficult and awkward to ask 
people about the existential significance of  their experiences. People did not know 
how to respond and I admit, I found it impossible to conjure any existential bifurca-
tion myself  while doing auto-ethnography. This indicates a certain limit to the 
methods, as well as a limit of  study itself. Maybe this is because existential refrains 
are not found at all in public spaces. If  so, I concede Guattari’s (2008) theory of  the 
three ecologies is a misfitting analytical toll. Because of  the obvious lack of  existen-
tial refrains, it will always point at the limits of  space. However, it does function as 
critical ammunition for pointing out the limits, and possible changes for future en-
deavours.
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Planning and policy practices - a diagnosis
The goal of  this discussion is not to develop certain tools for planners and politi-
cians. Nor is it to improve the design practice of  landscape architects. The goal is to 
assess current design- and planning practice with the analytical points at hand.
aestheticisation of space
The over-aestheticised designs of  the High Line Park and Under the Crystal dem-
onstrate a surface-fetish that primarily activates visual and distanciated engage-
ments. They are even compared to the experience of  art-pieces, reifying Cosgrove’s 
(1985) notion of  the landscape painting with its limited entry into nature. This aes-
theticisation of  everyday life has been discussed in depth amongst urban theorists, 
and Marxist geographers particularly. The overriding argument is that spatial de-
signs “deflect resources from other (more legitimate) social investments creating a 
depoliticised urban citizenry” (Degen et al., 2008, p. 1907). Harvey argues that the 
aestheticisation of  public space has resulted in indifference and inertia amongst the 
critical mass (Degen et al., 2008). Therefore it is no surprise that his latest work, 
Rebel Cities, encourages reclaiming public spaces and using these as locus for the 
“urban revolution” (Harvey, 2012). However, Amin & Thrift (2002) express a con-
cern for the heralding of  public space as the scene for democratic change. They 
argue there is a limit to what these spaces can do. Especially with the aestheticisa-
tion of  public space, they argue that people are stimulated by certain forms of  
imagination, performativities, sensory experiences etc. 
	 My analytical results show that people are aware of  surface superficiality. 
They actually enjoy and use these over-designed and over-aestheticised surfaces. 
Underscored by the fact that people have to make the effort of  restoring and relax-
ing in space, people are capable of  creating a situation that gives their everyday 
experience value. As argued above, these experiences might not spark bifurcations 
of  the subject or existential escape-lines. Therefore, I find it far-fetched to demand 
that spatial design should be able to create existential refrains. My empirical data 
certainly does not provide us with any backing for such an argument. 
 What it does show is the possibility of  creating incremental improvements 
of  people’s everyday life. The unobtrusive and seemingly banal everyday doings 
that we do not give much value or thought. These everyday experiences are what 
SLA and Corner aim at improving through their sensory approaches in design. As 
quoted earlier, SLA are not (only) concerned with a particular aesthetic language. It 
has to be biomorph. Therefore, the designs seem to provide a framework where 
people find their own (aestheticised) meaning. Some find superficial pleasure, others  
highly sensory stimulation, some inspiration, and others recreation. It is a frame-
work, where people are responsible for discovering their own meaning. The inter-
esting question is what kind of  design- and planning practice these results are ex-
emplar of. What does it mean that everyone seems aware of  the over-
aestheticisation of  space, and even enjoys it and finds it meaningful? This question 
will be addressed in the following.
Diagnosing design practice
As stated elsewhere I will not study the difference between intention and effect. 
Rather, I want to understand the complex relations between designer’s self-
understanding, their designs and people’s experiences of  these. 
 Throughout the analysis, I have pointed out where it gives merit to apply 
the theoretical concepts when discussing the designs. It is clear how the designers 
themselves envision their designs according to some of  these concepts. Yet, I argue 
that their designs are not necessarily living up to these concepts. The aestheticisa-
tion of  surfaces in space does seem to provide people with meaningful experiences. 
However, if  this is the ultimate outcome–being inspired, stimulated, relaxed or 
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happy–then the designers should concede that this is what the space provides. It 
should not be labelled as places where people can “meander in unscripted ways” or 
make us reflect if  this is not the case. My complaint is that designer’s highly philo-
sophical consciousness, communicated via design and in writing, is in fact not how 
the spaces are experienced. The High Line Park is not experienced as unscripted. 
Likewise, Under the Crystal is not experienced as a place to let out energy per se. 
The question therefore remains: What role design intentions play? To this question, 
Astrup responded in interview:
“it doesn’t even have to be healing. The value creation can also be getting a cooler city to be 
in. It has to speak to you.” (own translation, Astrup Interview, 2013)
It is not necessarily the effect that is of  interest. Whether it is healing, relieving, re-
storing or disturbing is actually not important. It can even be superficial, “getting a 
cooler city”. It is up to each visitor to form the outcome. The role of  the design is to 
act as the refrain and catalyse the productive process in the individual. This is simi-
lar to Diller Scofido + Renfro’s wish to show people their desires, rather than fulfil 
them. They want to direct visitors in experiential directions that are not predefined 
or predetermined, but structured and framed. At first sight, these instructions are 
successful, as people reproduce the image of  the High Line Park. Likewise, the de-
sign of  Under the Crystal is also a success, because people are part of  shaping their 
own experience. They are made co-creators via the design.
	 However, I find this self-contradictory. Every act is performed according 
to what the design of  the High Line Park enables. Under the Crystal is more open 
in its layout and program, but this is exactly the point. The instruction lies in the 
ordering of  experience towards the sensations of  water and the sky (openness) in 
stead of  reminding people of  the actual lack of  control of  this space. The invitation 
for co-creation is the surrogate for ownership, that has been co-opted by Nykredit. 
Therefore, akin to the green wedges in the Fingerplan, it could be argued that the 
designed urban greens are homeless urban nature surrogates. 
 I will argue that a contradiction resides between designer’s self-
understanding, and the way their spaces actually function. It is not a difference be-
tween intention and effect per se, because the intention is still part of  the effect and 
the assemblage-like structure. Rather, it is an imbalance between theorising and 
practicing spaces. They conceptualise and communicate their designs as open-
ended, inclusive and indeterminate. However, their spaces are much more rigidly 
experienced than they intend. Again, with Amin and Thrift (2002) I want to argue 
that the aestheticisation and sensory maximisation unveils a design practice that 
simply exerts power with new and more elusive means. Akin to the rise of  the ur-
ban park, the designed urban green creates (environ)mental breathing spaces, that 
“endure not only public health but social order” (McKay, 2011, p. 12). 
 But who can possibly have anything against such beautiful designs? Well, 
maybe not the people who visit the space, but the people who stay away–or are kept 
away. The absence of  the urban outcast and underclass from these spaces is quite 
remarkable. So, this diagnosis of  the design practice clearly unveils how the design-
ers are not (solely) responsible. Of  course, designers want to profile themselves and 
their practice and have to earn money. But their practice is placed in a tricky field 
of  urban policy and planning. Both cases demonstrate designs that have been or-
dered by very wealthy (and powerful) private investors (Nykredit and Friends of  the 
High Line with the backing of  several wealthy investors). What does this say about 
the planning practice?
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Diagnosing Planning practice
I argue that the designs point at a planning practice that is focused on the individ-
ual rather than the collective. With this individual focus, spaces are essentialised.
 The High Line Park and Under the Crystal are examples of  places where 
people can enjoy “personal peace” while also enjoying the recreational experience 
of  the “traditional park”. It unveils a dual planning focus on landscape preservation 
and the image of  the “compact city” (Sieverts, 2011, p. 86). The densification of  
the urban aims at providing spaces for intimate dwelling. If  we turn our attention 
towards the analytical results we have to distinguish between the empirical data and 
my analytical results. People’s experiences unveil that these spaces require people’s 
effort in order to be stimulating. The individual is responsible for making the effort, 
limiting the productiveness of  the designed urban greens to the people capable of  
it. And this productive outcome is slightly superficial, primarily “stimulating”, 
“pleasing”, and “inspiring”. But if  we agree with Amin and Thrift (2002), we must 
calibrate our expectations to what such public spaces can provide us and the city 
with. These superficial stimulations might actually be enough. We must not under-
mine the part they play in people’s everyday lives. 
	 Therefore, with the empirical data as backing I argue that designed urban 
greens might not be existentially refraining, and do not per se need to be so. It is not 
necessarily the role of  public spaces. The sensory stimulation and everyday enjoy-
ment is (almost) enough. However, the empirical data also hints at a critique. On 
the one hand, the people who are stimulated are represented by a certain type of  
well-educated middle income urbanite. Furthermore, the individualised focus bears 
evidence of  a planning rationale, where the social aspect of  the city is covered up. 
The social diversity and equality suffers as the spaces are essentialised.
The unforeseen consequence of  such an individualised approach clearly creates 
exclusive spaces and exclusionary practices. The designed urban greens were visited 
by a segment of  the urban populace that can be defined as the well-educated 
middle-class. The abstract aesthetic expression of  the spaces might simply appeal to 
a certain social group. The importance of  aesthetics when discussing use of  space 
and social segregation is paramount. Amin & Thrift (2002) argue how urban aes-
theticisation restricts the experience of  space. It is not that it restricts us from sen-
sory stimulation. Rather the obvious over-design and over-stimulation direct sub-
jects away from certain experiences and towards other performances. Senses and 
passions are often associated with freedom, but are instated as regimes of  power in 
public space (p. 114). This has been the case since the first public park was con-
structed. They see it as a furthering of  the city, run by bureaucrats as a “machine, 
formed in the material of  the psychology” (p. 125). The focus on designing sensory 
stimulations, therefore, arguably is part of  an orchestration of  a public psychology. 
A public yet individualised psychology, where the urban green is designed as a 
therapeutic model of  the urban self. 
 So, when planners and politicians focus on the individual they place the 
responsibility on the individual. According to Ramos-Zayas (2012) it is an inherent 
mechanism in neoliberalism to aligning emotions and emotive behaviour of  citizens  
within the needs of  the market. Hereby, the virtues of  respectability and proper 
behaviour that ensure a landscape of  “feelings that sell” are created (p. 6). The re-
sultant emotional landscape–the meta sentiment (p. 46), or the “control feeling” (p. 
6)–becomes a public act domesticated by others. It becomes a social and communal 
effort of  other-control. I experienced an other-control myself  on the High Line 
Park. The civic emotionality becomes a sort of  internalized self-management, not 
only as psychological states, but shifted to the public sphere accessible for all, and 
practiced by all (p. 210). The consequence is the fragmentation of  populations. 
Problems of  social inequality are de-politicised and detached from state or City 
policies. Responsibility is instead directed at the individual (p. 74). Using Ramos-
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Zayas’ (2012) argument, people are made street-therapists, responsible for them-
selves, and therefore only with themselves to blame.
 The hot potato seems impossible to place at one sole party. Neoliberalism 
is global and occurs in diverse political landscapes such as Copenhagen’s Social 
Democratic administration and Bloomberg’s Republican administration51. As Bae-
ten (2011) argues, the neoliberal project as it is carried out in Scandinavia actually 
builds upon Social Democratic values. It is a misunderstanding treating neoliberal-
ism as a top-down imposed ideology. It is much more subtle and elusive, existing as 
“a state of  mind, an approach, a pragmatic way of  looking at and doing things” (p. 
25). In this regard, the neoliberal influx in planning practice and policy has not sub-
stituted the existent regime but rather as a parasite, nurtured of  it, in co-presence. 
Therefore, we cannot place responsibility on either designers, planners, politicians 
or private investors alone. Yet, the willingness demonstrated by politicians and 
planners in letting investors buy land and gain the rights to build what they find 
appropriate, is clearly dangerous. Nykredit and The Friends of  the High Line con-
trol the spaces that hereby become pseudo-public spaces.
 Baeten (2011) argues planners and politicians risk becoming “a mere ad-
ministrative wing” in the profit-seeking regime, loosing all contact with the “public 
good”. The development of  highly aestheticised spaces, or as Baeten (2011) labels 
them “super-places”, form elite playgrounds that feed off  the existing city. These 
spaces are part of  a design strategy for a certain segment of  the urban populace. 
But moreover, they form part of  what Allen (2006) labels the “seductive logic” of  
privatised public spaces. That is, the way power works through the experience of  
space itself  and its ambient qualities. Public privatised spaces are not controlled 
through exclusion, but through staging openness as an illusion, and hereby includ-
ing anyone. The seductive logic is “able to stage the kind of  accessibility or freedom 
where anyone can run freely around a public setting, yet unknowingly remain sub-
ject to a form of  control that is regularised, predictable and far from chaotic” (Al-
len, 2006, p. 443). Anyone can enter the High Line Park or Under the Crystal. The 
openness is felt, I certainly felt drawn towards the High Line Park, people felt 
drawn to the vantage points, like children and dog walkers felt drawn to the water 
jets. The spaces invite us to feel this openness (towards the city skylines, the Hud-
son, the sky, or the water) evoking a feeling of  openness. 
 I argue that the designed urban greens bear evidence of  a planning prac-
tice that by aestheticisation of  space creates these elitist playgrounds, that seduce its 
visitors by use os sensory stimulations. The neoliberal forces reiterates Ramos-
Zayas’ (2012) notion of  street therapists, where the visitors are not just seduced by 
the aesthetic pleasures but exert control feelings. Feelings that make out an affective 
landscape of  other- and self-regulation. The distribution of  roles between architect 
and planner is not totally clear. It seems they make use of  each other. If  the archi-
tect can profile her name, and the planner get a more vibrant urban life while the 
politician gets a better tax base, then everyone might be willing to sell off  the family 
heirlooms. That is, public space. The risk lies in who the spaces appeal to, and who 
they are (emotionally) accessible for. Without asking the basic questions why and for 
whom we plan such designed public spaces, I will argue we run the risk of  essential-
ising and segregating public space. The outcome of  the spaces will not be more 
restorative than the shallow pleasure of  seeing something different or fun. If  plan-
ners and politicians take that challenge seriously, they should take these conse-
quences seriously, and start asking what they want to obtain by this aestheticising of 
public space. 
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51 I am aware that Bloomberg was a member of  the Republican and now is an independent. However,  
entertaining the Republican ballot line I argue that his policies can bee seen as slightly different to the 
Social Democratic policy (in principal).
Conclusion
The aim of  this thesis is to discover overlapping areas between experiential and 
immanent qualities of  designed urban greens. It is hypothesised that such an over-
lap is present particularly in designed spaces such as urban greens. The research 
question aims at critically assessing contemporary design- and planning practices 
on the basis of  my findings. The cases that have been chosen, represent contempo-
rary examples of  landscape urbanism where natural processes are given primacy in 
the material form of  space. 
I argue that the designed urban greens under scrutiny are experienced in a variety 
of  ways, according to the design principles employed. The designed urban greens 
are sensory stimulating and allow people to get meaningful experiences with them 
as part of  their everyday practices. However, people’s experience of  the High Line 
Park and Under the Crystal respectively, point in different directions. The different 
ways of  incorporating nature into the design influences the way we can experience 
them. Transplanted and tended wilderness on the High Line Park leaves little room 
for alternate uses and experiences. The abstract wilderness of  the landscape Under 
the Crystal is more open to different experiences because the sensory experiences 
vary with the changing weather and natural situation. Therefore, the different ways 
of  designing nature as immanence does provide us with different experiential out-
comes. But a tension resides between the designer's intentions of  open ended expe-
riences and my findings of  these spaces as rather controlled and limiting. I docu-
ment this (lack of) connection by comparing people’s expressed experiences, my 
observations and my personal auto-ethnographic experiences. And, I conclude that 
the design practice is somewhat self-contradictory and out of  tune with the philo-
sophical traditions they lean up against. While they profess their designs as open-
ended and indeterminable they are only partly experienced so, and demonstrate 
limited space for manoeuvring.
I therefore go on to argue that these analytical results point at a certain credo present 
in contemporary design- and planning practice: The city is in need of  breathing 
spaces to ensure an (environ)mentally balanced city. And these breathing spaces 
must be able to meet diverse uses while ensuring a relaxing experience. People do 
find the spaces productive, as they express meaningful everyday engagements with 
these environments. They are not existentially liberating but, I argue, do not neces-
sarily have to be. Yet, the productive outcome is dependent on the individual. Plan-
ners have shifted focus towards the individual subject, demanding that she is re-
sponsible to obtain the required tools for decoding space. I argue this is risky. The 
risk lies in creating potentially exclusive spaces, limited to a certain segment of  the 
urban populace: The well-off  and well educated. And this segment can easily be 
identified as the majority of  visitors on the High Line Park and Under the Crystal. 
Therefore, in conclusion, I want to argue that the integration of  “natural proc-
esses” into design is present, and potentially adds value that is personally defined by 
the urbanite herself. However, this potential of  designing co-creative spaces does 
not seem to be taken to the root. The High Line Park and Under the Crystal dem-
onstrate contemporary examples of  a design and planning ideology that instate the 
idea of  participation in meaning-construction as part of  an elusive and subtle con-
trol of  who uses space and how. What is created is spaces that are desirable accord-
ing to the investor and policy of  the City. It seems the potential of  designing inclu-
sive and co-creative spaces is hindered by the forces producing Neoliberal sub-
jects–street therapists. People  are forced to take care of  their own, and the social 
dimension of  the designs seems absent.
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Epilogue
In this epilogue I want to put my results and findings into perspective, by discussing 
how the limits identified in the Discussion & Conclusions can be challenged. There-
fore, I want to adopt a normative approach in this final chapter, discussing possible 
tools for planners and politicians. The point is to discuss possibilities and alternate 
ways of  designing urban greens.
supply and demand
The analysis gives a great deal of  attention to the implications of  the aestheticisa-
tion of  space. As urban green spaces are inevitably becoming part of  this irreversi-
ble aestheticisation process, the importance lies in utilising its potentialities and lim-
iting its damage. I argue that over-designed spaces are at risk of  creating social ex-
clusion and segregation. However, I concede that there are limits to what public 
space can do. In relation to the vast amounts of  designed or re-designed urban 
spaces that “pop up” each year in Copenhagen, The City Architect of  Copenha-
gen, Tina Saaby, “has a plan” for what these places should be capable of. She de-
mands spaces that are tuned in to the community–as well as the individual. That is 
providing city life, and diversity, but also places for individuals to dwell. A proposi-
tion that is based on the wishes of  the citizens:
“the citizens expressed that they would like to see more landscapes in the urban space, and 
that they wanted more quiet places. So, yes we know. Making diversity, a goal, of  course, also 
involves quiet places and treating quiet relaxation as an activity in its own right … we can also 
introduce calm in the large active spaces, for example by introducing different levels” (Saaby 
interviewed in Hermansen, 2012, pp. 14-15)
Therefore, she is demanding places where diversity and intimacy is possible in a 
mixed form. This is prevalent on the High Line Park, and to some extent Under 
the Crystal. Yet, it demonstrates a rather interesting tension between the social and 
the individual. Applied to design it proposes a tension between opening up towards 
the landscape processes and enclosing the space around a locality. People passing 
through the space Under the Crystal demanded more of  these resting places, in 
tune with Saaby’s argument. However, I propose that the solution should not be to 
put a couple of  flower beds or benches or whatever in the plaza. It is not a question 
of  building a High Line Park in every city. I would consider this a misunderstand-
ing. A case of  unproductive re-circulation of  “semiotic segments” (cf. Guattari, 
2008). Rather it is a question of  acknowledging the relation between intimacy and 
publicity, the mundane and the spectacular. Sensory experiences can be abstract 
when engaging with art. On the other hand they can be very banal and mundane 
as they are simply part our everyday embodied engagements. When we experience 
the indeterminacy of  water, weather, see the city from completely new angles, or 
dwell for a while on our way home it is a senseational part of  mundane perception. 
 If  we look at spaces like streets or plazas that are less aestheticised and 
designed than the High Line Park and Under the Crystal we might encounter a less  
formalised use and instructed experience. Taking SLA’s redesign of  Sønder Boule-
vard as an example, it shows how an under-designed green corridor, divided into 
empty lots, is slowly taken into a multiplicity of  uses as people find out what to use 
them for (see photo 41). The success lies in people defining the everyday usages 
through their own practices. The same goes for the redesign of  the road and pedes-
trian area on Dronning Louises Bridge in Copenhagen. Here the annexation of  a 
traffic lane, and subsequent widening of  the sidewalks has proven to become a 
magnet on evenings, weekends and holidays (see photo 42). In short, this spot has 
become the place for young Copenhageners.
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Photograph 41. Sønder Boulevard in Copenhagen (courtesy of  SLA)
Photograph 42. Dronning Louises Bro in Copenhagen (Jens Dresling, Politiken)
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	Picture 43. Broadway New York City. Arrangements of  plants in over sized pots and, as seen in the photo as installa-
tions, immerse arrangements of  moveable tables and chairs.
In New York City, a similar under stated design lies in the closure of  Broadway and 
arrangement of  small interstitial spaces in between the crossings. Plants and move-
able tables and chairs have made the experience of  the former traffic lane quite 
different (see photo 43).
What these examples demonstrate, contrary to the High Line Park and Under the 
Crystal, is an apparent lack of  design. It is a lack of  aestheticising design, instead 
giving way for functionality (walking, cycling, sitting, pausing) while also giving 
space to alternate activities (partying, gazing, barbecuing, ball playing etc.). It does 
not impose a genius loci, but allows it to evolve. They prove functional spaces and 
at the same time spaces where people dwell, hang out or practice more spectacular 
activities. It is the sensation of  everyday doings, as well as the room for people to 
create for and by themselves extraordinary senseations. These spaces demonstrate a 
framework of  design that is much looser knitted than either of  the cases treated 
throughout this thesis. However, they are all designed by Danish companies (SLA, 
Gehl, Centre for Bydesign, City of  Copenhagen) and therefore might be culturally 
biased. They also demonstrate the same design philosophy, so to say. That is, if  you 
create places for people to use, eventually they will. In other words, they demon-
strate a sort of  “give people what they want”, somewhat banalising the architecture 
and landscape architecture practice. They are not pseudo-public spaces, but public. 
But the cases are chosen to challenge our conceptions of  what such spaces should 
be able to do, not as best practice examples. Rather, I seek to challenge our under-
standing of  aestheticised spaces as the only way to present a building or create a 
park design that commemorates the past. It can be done by way of  under-design as 
well, because the lack of  instructive design allows people to develop their own sensi-
tivity, value and meaning of  space, rather than being given immanent in the design.
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Theoretical contributions for future endeavours
How can Guattari’s idea of  liberation and refrain be used to improve our cities? 
And what is the relevance of  Merleau-Ponty’s notion of  folding flesh? These ques-
tions are latently answered throughout this thesis, however, I want to highlight the 
relevance of  the approach within a context of  urban design- and planning.
In my analysis and subsequent discussion, I propose a model for understanding 
how people’s experiences are based on highly mundane everyday experiences. 
These unobtrusive, and often un-reflected aspects of  people’s everyday life, is what 
constitutes meaning in people’s lives. Therefore Merleau-Ponty encourages any ur-
ban planner or landscape architect to “rediscover the world of  perception”. Archi-
tects and landscape architects are not oblivious to this. Since the modernist era they 
have been and certainly still are very conscious of  the tactile sensory experiences of 
engaging with materials, situations, geographies, and atmospheres. As a matter of  
fact, it could be coined as the raison d'être of, say, SLA or James Corner Field Opera-
tions. They pursue the task of  uncovering and igniting the comprehension of  one’s 
relation to the surrounding. 
 But where Merleau-Ponty would help improve the design practice lies in 
the unknown, the transcendental aspect of  perception. What happens to the spaces 
we perceive, but do not necessarily see? I argue that the outcome looks a lot like the 
three cases above. They will be formed by people’s everyday wishes. On the High 
Line Park everything is seen. No stone has been left unturned or will ever be. Less is 
strictly seen Under the Crystal. Here space is more co-creative but still limited to 
certain engagements. The genius loci, describes the qualities of  things in space that 
evoke a certain perception. Therefore, an interesting proposition is turning our de-
sign and planning practices towards the qualities that evoke undefined and inde-
terminate sensations. Hereby, the visitor is allowed to sense and make space take 
form in unscripted ways. Basically it highlights taking co-creation seriously.
What about value-creation and meaning-making? If  value is simply found in the 
sensory experience, then the design runs the risk of  displaying sensation for the sake 
of  sensation itself. This l’art pour l’art approach must never be the goal. I will argue 
this is where Guattari’s theory of  liberation and refrain becomes inspirational. Pro-
ductivity is dependent on a variety of  factors, enabled by the environment and the 
situation. Productivity happens when the user by participation co-creates space. Not 
by simply reproducing the ethos of  the design, as the case of  the High Line Park 
demonstrates. Instead, the co-creator should be able to transform the space in co-
herence with the changing situation. This means that the situation and the design 
should be processual. Again, the three cases above demonstrate how this co-
creation is productively creating spaces where people hang out, and use it as part of 
everyday mundane doings and more spectacular events. I do not want to imply that 
every design should be limited to meeting everyday functional needs. What is 
needed is for these spaces to facilitate a triggering of  ruptures. The semiotic seg-
ments of  the designs should challenge not just our sensory perceptions but our re-
flective minds. In other words, with Guattari, we have a model for design that is 
built on the formation of  assemblages that simply catalyse already existing irre-
versible processes. That is, the vitality of  the city, the vitality of  nature, the vitality 
of  human life. A way of  doing this is, like Guattari experienced even at 35, to give 
people a drivers license, and hereby allow them to experience the freedom of  
movement. In todays urban landscape we might use the bike as analogy instead, 
but the point is to give people the tools for using and transforming public spaces. It 
is a question of  initiating open-ended designs that invite not just for aesthetic ap-
preciation, but engagement and co-creation.
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